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EAROQUE ERA
1580 - 1750

At the tvrn of the seventeenth century the center of the musicel world was It
Spared from the devastating Thirty Years War and aided by an artistic and weaggy
aristocracy, this was virgin teiritory for a musizal rewolution. This same country

which produced th» Renaissance art harbored at the same time the seeds of its
successor: the Ba.oque. .

These sceds were sown first in the fielid of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Muute -
verdl's operes beceme the substence of Berogque music.

The Baroque law of tonality was elmost as solid as the law of gravity. 1In »oth
cases there is a strong pull toward one central point - for tonelity, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simplest form, .alled ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonate - one solo instrument with pianc as partner

2. The Concertc -~ one inatrument cr a solo group of instruments

, contrasted againat an orchestra

| 3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Baroque

0f the vocal forms of the Baroque Era opera prospercd the most. Handel alone wrote
forty Italian operas; but cddly enough he is remembered for his oratorios which
vere a pnatural transitional form from the opera. Major mew church music forms were
developed includiag the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and hermony as being too narrow and
coercive. The new attracted him and the more estounding, the more comtrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from italian
architectural coustructions. Famous examples of Baroque art are Bernini's Dove
sbove the altar of St. Peter's, Louis XIV's Chateau of Verssilles, and the master-
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "aoft .
gilded bronze to simulate gold, and never used & simple foim i’ a complex one coulc
serve., ’

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic crestions of Rubens or Milton.




Corelli
Vivaldi
Tartini
Purcell
Buxtehude
Monteverdi
Bach, J. S.

Handel

Baroque Era - page 2

Music:;.ans in Baroque Era
Virtuoso on violin
Prolific composer of concerti (500)
Master of violin; wrote over 100 violin sonatas
Bést known Barogue composer in England
Orgenist: Bach's idol
Italian opera composer
Mester of the Barogue

Composer of The Messiah
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oUHANN SEBASTIAN BACH

b. Eisenach, Germany 21 March 1685
d. Leipzig, Germany 28 July 1750

In Eisenach, Germany, Bach's father was a town musician, one of a long line of Bach
musicians - a tradition to be carried on in a megnificent style by Johann 3ebastian
and three of his sous.

When Bach was only nine years old his parents died and he was put in the care of
an older brother who begrudged another mouth to feed. Refused the clavier music
he longed so to play, the young Bach spent many moonlight hours copying from a
notebook hidden in the attic. His eyesight suffered from this (in later life he
was blind), but this was the only way he could get the music he craved.

A position as a choir boy freed him from his brother's discipline and gave him
acrcess to the music he wanted to study. When only nineteen years old he was ap-
pointed organist at Arnstadt. When he was here he asked for a month's leave of
sbsence to visit the famous orgenist, Buxtehude, at nearby Lubeck. Uranted the
leave, he took not one but three months to enjoy the great organ master's playing.
This prolonged absence made it necessary for him tc obtain & new post.

He murried his cousin, Marie Barbara, and devoted the next nine years to raising a
family of seven children (only three lived) and ccmposing music for the organ -
all on $60 & year salary.

His next Job was as Kapellmeister at Céthen. This started him in e new direction
of composing. The orgen period was over. He now turned his attention to the solo
instruments and chamber orchestras.

His first wife having died, he married Anna Magdalena who was herself a capable
musician and helped him copy his manuscripts. To Anna Magdalena and J. S. Bach
were born thirteen children. Bach was a family man and always geve time to teach
his children as three of them later proved to the world the value of their father
as a great teacher.

His last job was his happlest and most rewarding. He was cantor of the St. Thomas
School in Leipzig. His activities were many and veried: he played the orgam,
taught dull students, directed the choir, and wrote music for every occasion. It
was while at Leipzig that he wrote the greatest of his compositions: the assions,
the mass, the cantatas, choraies, moteis, etc. It was his responeibility to write
a cantata for every Sunday but in addition he managed to add to his long list of
compositions. Bach wrote music in every known form except the opera.

He invented no new forms but is responsidle for new educational material for the
clavier. To teach his wife and children he wrote The Well-Tempered Claviexr, two
sets (24 each) of preludes and fugues for keyboard. It was written to demonstrate
the advantage of tuning keyboard instruments in equal temperament, This system,
now universelly employed, mekes all of the semi-tones equal. Bach also invented a
new fingering system using the thumb and little finger. Why the thumb bed been
snubbed is not clear!




Bach - ©page 2

For one hundred years after his death Bach was forgotten. Not until 1850 wvas any
concerted effort made to reccver and publish all of his music.

Bach was sn intensely religious man and this explains his pleasure at his appoint-
ment of twenty-gseven years at St. Thomas Schcol in Leipzig. He 1lived dut to
worship God and to write music.

Ieonard Bernstein paid this tribute to Bach:

"For Bach, all mueic was religion; writing it was an act of faith;
and performing it was an act of worship. Every note was dedicated
to God and to nothing else.

"This is the spine of Bach's work: simple faith. He was a mun of
God, and his godliness informs his music from first to last.”

Works:

48 Preludes
12 Suttes
12 Concertos
5 Passions
5 Masses
5 Sets of sacred compositions for every
Sunday and feast-dey of the year
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. Minuet
from Notebook II for Anna Mapdalens Bach

Bach easy
arr. Metesky

%hile Bach was 2iving at Cothen, he began o create & series of instructionel
pieces for the clavier, beginning with the simplest minuets and proceceding to the
most complex of exercises in playing. Bach wrote this Minuet %o help his wife
and children learn to play the keyboard instruments.

The Well-Tempered Clavier was called by Chopin the "highest end best school" cf
planism. These pieces were written to demonstrate the advantages of the go-called
"equal temperament" method of tuning a keyboard instrument. The word "tempered”
means tuned. Bach wanted to show how music could be written effectively for e
"well-tuned clavier.” This is the way keyboerd iustruments are tuned todsy. Bech
also wrote 48 preludes and fugues in this tuning method. with two preludes and
fugues in each of the trelve major and twelve minor keys.

Relph Matesky, the arranger of this rusic, is a nationally known conductor, adjudi-
cator, clinician, composer, suthor and arreanger. He is presently Assoclate
Professor of Music at the University of the Pacific, Stockton, Califcrnic.. He

is now conductor of the San Joaguin Youth Orchestra.

The recording is pot of the Minuet by Bach as studied in this Digest. The world's
most celebrated harpsichordist was Wanda Lendowska who was considered at her death
in 1959 as the world's grestest artist on this almost extinet instrument. Since
this time, however, there has been quite & revival in the interest of this in-
strument along with others in the Barogque era.

Play any of the Two~Part inventicns on Side 2 so that the students can hear whet
the instrument sounds like as played by ax artist.

Side 2
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from Notebook II for Anna Magdalena Bach
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Bach easy

Arr. Matesky

STRING CRITIQUE
GENERALITIES

Finger Patterns, Extensions and Contractions:

First violin -- 1-2 and 2-3; lowered lst finger extension to plsy D# on

the D string.

Second violin -- 2-3 only, lowered 1lst finger as in 1st violin part.
(A, D & G strings only.)
Viola -~ 2-3 and 3-U; lowered 1lst finger as in 1lst violin part.

(D, G & C strings only.)

Cello -~ lowered exténsion of lst finger {D# onr D string).

Positions:
Violins end viole ~- lst position only..
Cello -- lst and 2nd positions.
String bass -- %, 1st and 2nd positions. This piece is a good shifting
study for going to and returning from II position.

Bowing: Legato, detache, detache lance, grand detache, staccato (1inked peirs of
quarter-notes), spiccato, lifts.

Pizzlicato: None

Ornements: None

Tremolo: None

Dynemics: p, mf, £, poco crescendo, S, ;-e& .
Rhythms: No difficulties.

Metera, tempos and tempo changes: 3/4, moderate, poco riterd.

1
Double-notes: 2nd violin =- 8-P5th to o-M6th

Viola and cello «- 8-P5th

AChords: None

Harmonics: None

Signs: »,N\, #™N 4 e - o . .

gn ’..tqaﬂ’csuﬁgg,i%v’mg,’."iﬁ:,
AT e

Vocabulery: Moderasto, mezzo forte, decrescendo, poco crescendo, piano,
forte, poco ritardendo, minruet.
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Ctring Critique - page 2

PARTICULARS

1st measure: G major arpeggio in the lst violin offers a good opportunity to
teach the value of fingering more than one note at a time in order
to simplify the coordination problems and to insure greater clarity
and evanness in performance. The lst two rotes should be stopped
simultaneously as also should the 3rd and 4th notes D and G. The last
note of the meusure should be prepared with or just after the Uth note,

. 1 2
G. (Double-notes thus studied are: 3-M3rd, 3-Pith and %—!!51;11.) In
the four lower string perts: WB for the single quarter-notes und
3% B for each of the hooked quarter-notes.

2nd measure: The lower G in the lst violin part should be prepared with thz lst
note (Pith setting of the fingers). In the cello and string bass
parts, the bowing is a heavy spicecato within the lower half of the bow.

First four measures: The bowing for the lst violin is detache lance, near the frog,
for the 8th.notes; WB for the lst quarter-note and then % B
for each note of the hooked pairs of quarter-notes.

Beginning to (17): 2nd position used in the string bass part to avoia inappropriate
tone quality and accents in the wrong places.

i vefore (9): detache bowing in the 1lst and 2rd violin and viola parts.

2 before (9): 2nd position used in the cello part to avoid the raw and probebly
raucous "oper A" sound.

4 before (17): ia the 1st violin part, use WB for the single quarter-note and WB
for the slurred Sth-notes.

2 before (17): in the viola part, 1ift the bow after the quarter-notc with the
dot in order to shorten the note and to move the bow to the frog
for the beginning of the next down-bow dotted half double-note.

(17): Violin, viole and cello parts -- slide lst finger from E to D# without moving
the hand. Otherwise, the finger to be used for the B will be out of position.
String bass uses % position. All perts -- the bow must stert near the frog
(detache lance style). Use more bow for the duwn-bow than for the up-bow
so that by the time the tied E's are reached, the bow will be above the
middle. Use most of the available bow for the tie. This same problem
occurs two more times.

(25): 2nd violin and viola parts -- WB for the quarter-note and WB for the four
siurred Sth-notes. Cello and string bass perts -- the down-bow dotted
half-note just preceding (25) will use most of the bow. The player will need
to 1ift and recover bow guickly to start the down-bow dotted half-note

right after (25) with enough bow to keep a full {though P) tone.

b, 3 and 1 before (33): The four lower parts -- Sth-notes marked with dots should
be played spicceto in the lower half of bow.

1 before (33): The up-bow dotted helf-note in the lst and 2nd violin parts must
start at the bow-tip P to achieve an adequate crescendo.




Minuet
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BRASS CRITIQUE

Brass parts are not difficult in this arrangement. Some problem might occur in
tuning the low C# in 2nd trumpet. Also, high E (ith space) in 1st trumpet may be
a little flat. Use % to correct intonation. _

WOODWIND CRITIQUE
Clarinet - 1 before 25 use chromatic F#. Tals isn't quite as easy as it looks

because of key and range. The parts are written constantly across the register
bresk. The 2nd part may be harder than the lst because of this.

Basgsoon -~ Difficult bassoon part! It works mainly around the half hole area
(F# and G ) and has many problems.

Oboe - Some difficult changes of register; looks easy but it isn't.
Flute - Rather high!
PERCUSSION CRITIQUE

Timpani rhythm is in wnison with trumpets and French horns. The timpani pitch is
generally in unison with the double bass line.
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- a} the frog or the heel of the bow.

Q == ,
1. Legato_arpeggio (different note for each of 3 or L strings) -- bow moves

in the same direction for 3 or U notes and in a smooth arc (—\ or J)
teking 1 note and 1 string at a time.

2. Saﬁtille’ arpeggio (different aote for each of 3 or U strings) -- bow moves
in & different direction for each note and string while springing as in

regular sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet —- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Coll€ -- the stying is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximateiy half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer -- the mute.

D€tache == separate smooth bow strokes, one £or each note, with no variation in
pressure 'and no breask betwe=en notes. This bewing is also known as the
simple aétaché to distinguish it from the variations given below.

. 1. Grend d€teché -- seme as the above but using the whole bow for each note.

2. Acceated defte,cha" -- each bow stroke begins with a sudden increase of. speed
and pressure tut without "pinching" the string sharply as in martele -~
no separation between the notes.

3, Accented grend aétaché -- same as #2 above except thet a whole bow is
uged for each note.

4. ptachd pgrte' -~ gtroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or mey not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.

©

ERIC

Aruitoxt provided by Eic:




String Terminology - page 2

pétachd - (continued)

5. Détache lancd -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tomes. The notes are neither accented nor
swelled and are played like a marteld without the "pinci”.

Extension -- placing a ‘finger or fingers farther spart on the string than tbeir
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not appliceble on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4,
2. 2-3 pattern means 1 23 4, } The basic finger patterns

3. 3-h pattern means 1 2 3h.

L, Extended or All-vhole-step or whole-tone pettern means 1 2 3 4, i.e.,
00 fingers are placed closely together.

5. 1''23 4 pattern indicates the prenence of an augmented 2rd between lst

and 2nd fingers (an extension) and & helf-tone between 2nd and 3rd
fingers.

6. 12''3 b pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23''} pattern -- augmented 2nd between fingers 3 and U; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their fuil configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Fleutando or flautato -~ indicates the production of a flute-like tone accomplish-

ed by bowing lighily and with speed over or near the
edge of the fingerbourd.

Fouetted (vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begian the
stroke -- usually performed up-bow at the tip.

Frog -- as a bowing indication, it means that the player should uce the hair near
the frog of the bow to produce the sounds agked for.

Harmonics -- flute-like tones produced by touching a string in places (nodega)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths,. etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a

"stopping finger" (ertificial nut).
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‘_ "Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
o plies tc adtes that would be played with separate bows if it would be
advantageous to do so.

| . Jeté -- see ricochst.
Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing thut involves lifting the bow from the string to
achieve the proper effect.

"ink" -- see "hook".
I.oure' -- see pertato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
: strong.

1. Simple mertele (usuelly just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinech" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Bustained martele same as simple martele except that the tone is held
1 out. An adequate amount of bow must be available for the note in question.
S The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the simple martelé executed with the whole bow.

Masteld attack -- see #2 and #1 under martele' above and also under “pinch".

Martellato -- thiz meanz either ma.rbele or & bowing that sounds like a martele,
i.e., in s marteld style. style.

"Pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of & tone. This is the
martelé atvack

Pizzicato -- plucking the string with o finger or the thumb. Left hand pizzicato
is indicated with a plus sign (*+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. {mano destra) and N.S. (mano
sinistra).

Point of contact -- the place o the string at which the bow is placed.

Portato (louré) -- two or more detache porte' notes performed on the same bow stroke.

Restez -~ remain in the position.

Ricochet -- ihe bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

¥
i

‘w’-! Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
1
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String Terminology - page U

Sautille -- & springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son 211 (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to metch up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort. -

Sounding point -- see point of ccntact.

Spiccato ~- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is e series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning tha® the notes are shortened.

-- 8 specific term meaning to the string player that a gsaries of small
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executud by a very rapid oscillation of the

SRR

bov arm which may need to be somewhat tensed tc achieve success.

2. Flying staccato ~- performed in the same manner as the solid staccato
except with a lighter pressure so that tke bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a reletively 1ight bowstroke near enough to the
bridge so that a nasal glassy tone quality is procuced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes msy mean detache or detache pprte' .

3. Dashes and dots ccmbined may mean detache lance , & modi?ied gspiccato or
a modified marteld. T

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
fying staccato, flying spiccato, or ricochet.




String Terminology - pege 5

SICNE (continued):

6. %he t1,§ or slur merk in conjunction with dashes will mean portato
loure).

7. The steple-shaped sign () means down-bow. This sign gometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some )
editions.

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1lift the bow.

11. The sign // means to stop or to 1ift the bow or both.
12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( vy ) often means martele or a martellato execution.

14. The sign, x {or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign © indicates the use of the thumb tc finger & note.

17. Bow placement or the area of the bow to be used:

a. Fr. ~- near the frog of the bow.

b. M. -~ near the middle of the bow.

¢. Pt. or tip. -- near the point or tip of the bow. E

a. L.1/2, L.1/3, L.1/b -~ the lover 1/2, 1/3, 1/4 of the bow. - 3

e. U.1/2, U.1/3, U.1/% =~ the upper 1/2, 1/3, 1/b of the bow. '

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as £oiiows:

(%) - half position.
I - 1lst position.
II - 2nd position.
i1 - interm~diate position between 2nd and 3rd positions.
ete.
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Abgolute music

Aris
Atonality

Avant garde
Cadenza

Canon

Cantate

Chorele
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuc-

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to movel, cantats is to oratorio;
biblicsl text is often uszd.

Congregational hymn of Luthersn church.

Elaboration of the chorale played before the singing.
Form of the sympﬁony (4 movements).

Clavier hit by tangent - usually b octave range.

Any keybosrd instrumenty clavichord, harpsichord, etc.
Solo instrument with orchestra. |

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of & fundamental (the lowest
nitch) and one or more upper partials, variously celled
harmonics or overtones.




Hexrpsichord
Impromptu
Invention

Kappellmeister

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partisl
Partita

Passion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requien
Rondo

Scherzo

Lied (pl. Lieder)

Digest Terminology - page 2

Clavier with strings struck by quilils.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical lebel.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a sulte.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attenticn
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Mugic that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech then to song. ,

Mass for the dead.
Last movement of concerte or symphony.

Literally a “"joke." 3rd movement of a symphony.




Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:
1. sonata~-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared fro. the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country

vhich produced the Rensissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was comrissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Mousto -
verdi's operas became the substence of Baroque music.

The Barogue law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one centrel point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simplest form, called ABA, the music began in one key., moved to another
and then returaed to the originel key.

The fevored instrumental forms of this era were:

1. The Sonste - one solo instrument with piano as partner
2. ‘The Concerto - one instrument or a solo group of instruments
contrasted ageinst an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Baroque

of the vocel forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Itelian operas; but cddly enough he is remembered Por his oratorios which
were & natural transitional form from the opera. Major new church misic forms were
developed including the oratorio, the passion, and the cantata.

The Daroque artist frowned upon strict form end hermony as being too narrow and
coercive. The uew atiracted him and the more sstounding, the more contrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, ceme largely from Jtalian
srchitectural coustructions. Famous exemples of Baroque art are Bernini's Dove
sbove the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,
gilded bronze to simulate gold, and never used & simple form if a complex one could
serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stredivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubens or Milton.
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Corelli
Vivaldi
Tartini
Purcell
Buxtehude
Monteverdi
Bach, J. S.

Handel

Baroque Era - page 2

Musicians in Baroque Zra
Virtuoso on violin
Prolific composér of concerti (500)
Master of violing: wrote over 100 viclin sonatas
Best known Baroque composer in England
Organist: Bach's idol
Italian opera composer
Master of the Baroque

Composer of The Messish
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Choralec end Invention

B
2
moderate
Bach
err. Matesky

A Chorale is a hymn-tune of the Lutheran church. An Invention (as used by
Bach) is a two-part piece of music in contrepuntal style for clavier.

Bach wrote 15 short Inventions for the clavier and many of the piano students
will recognize this one, No. 8 marked vivece con allegrezza in the key of G major.
This is really an Etude designed as an exercise for the development of technique,
but also & model in the art of composition. Many of Bach's Inventions possess
the freshness and spontaneity of improvisation.

In this particular Chorale ard Invention the arranger, Ralph Matesky, plays the
role of composer-arranger. When it wes proving hard to discover which particular
Chorale of Bech's was used in this music, @ letter was sent to Mr. Matesky asking

his help. His reply csame:

"Phe truth of the metter is cuite simple. I wrote the chorele and the
publisher was simply embiguous in titiing the work or careiess in omit-
ting this fect. I've since enjoyed a perscnal delight of having J. 8.
Bach credited with & work of mine!! I'm sure he would never get over

it 1f he knew."

The arranger, Ralph Matesky, is & nationally known conductor, adjudicator,
clinician, composer and author. He is presently Aszociate Professor ol Music
at the University of the Pacific, Stockton, Celifornia. He is conductor of the

San Joaquin Youth Orchestra.

This is an interesting recording made by the Select High School Orches*ra at
the Nineteenth Annuel Music PFestival of the Hawaii Music Educators Association.
Ralph Matesky is the Conductor and the recording was made in Hawaii at the
HM.E.A. Convention.

Side 2 Band 1




Chorele and Invention
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Bach
Arr. Matesky

STRING CRITIQUE

GENERALITIES

Finger Patterns, Extensions and Contractions:
First violin -- 1-2, 2-3, 3-U, extended; Uth finger extension (F on the A
str., Bb on the D str.); contraction of 2nd to Lth fingers

(Bb down to C#).
Second violin -- the same except that the comtraction involves 3rd and 1st

fingers.

Viola -~ the same as 2nd violin except there are no extensions.

Cello -- lowered and upward extensions.

String bess ~-- overextended lst finger.

Positions:
First and Second violins -- I, II and III.

Viola -- (%), I, II and III.
Cello -- (%), I, II, III and IV.
String bass -- (%), I, II, II%.

Bowing: Legato, detache, accented detache, martele, rapid string crossing,
sonfile £f, staccato (ncte pairs), portato (in the cello part),
inaudible bow change during long sustained tone crescendo (cello),

colle (cello), sustained martele.

Pizzicato: None

Orpaments: First violin - trills (whole-tone, 1-2 fingers).

Tremolo: None
Dynamics: mp, £, £f, =] 3 5& .
Rhythms: No difficulties.

Meters, tempos snd tempo changes: 3/4 Modersto, Risoluto, Deliberately,
Poco ritordando, A little more broadly.

2 1

Double-notes: First violin —- 1 - M6, o-m6, 1-P8.
- 1

o

Second. violin -- 2-M3., o-mb.
o l 1

Vina hadad 2’“30 ° O"M6 oy O-P8.

R



String Critique - page 2

Chorale and Invention

Chords: Viola and Cello parts -- F-2
A-1
C-0

Harmonics: None

Vocabulary: modereto, risolute, poco ritardando, Chorale, invention

Comment: This composition provides a wonderful opportunity to develop dexterity
and coordinatiion in the strings. The tempo must not be faster than
proper execution allows, however.
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Siuring Critigue -~ Page 3
Chorale and Invention

PARTICULARS

Begiming to (6): Cello -~ the bowing used is portato (loure) and legeto
(whole bows for fullness of tone).

5th measure: Cello - W3 for the quarter-note and WB for the slurred notes.
III position for beauty of tone and vibrato.

1 before (2): Cello - the down-bow must reach the tip. WB for the slurred notes.

(4): IV position in the cello past to maintain C string quality and resonance.

4 vetore (5): Cello - change to the G string o prepare for the note D.

1 before (6): Cello - change bow inaudibly during the dotted half-note with
fermata to maintain the crescendo.

6: 1lst and 2nd violins - II pos. The note taken with the lst finger must be
found in advance. Martele bowing.
Cello and string bass - The sff demands & WB, but the bow should be lifted
for maximum resonance and to refrain from holding
the note too long.

2 after 6: 1st and 2nd violins - the first note should be played with an

accented detache stroke; the first two 16th-

notes legato; the last 8th-notes simple detache.

Viola - mertele as in the entrance of the violins but III position.

Cello - upward extension.

Cello and string bass - L.} martellato. The bow should be lifted
somevhat between the notes. Imitate the
martele of the violins and violas.

3 after (6): Viola - same as the violins 2 after (6).

Cello - begin in II pos. to shorten distance of shift to the note
F (III pos.). Lowered extension.

Cello and string bass - the bowing is the same as for similar
passages in the violing and violas except
for its execution in the lower half of the
bow.

L and 5 after (6): 1st and 2nd vioiins ~ the first upper note and its lower
neighbor must be fingered simultaneously te get enough speed.
A pisnistic type of fingering, one finger at a time, will
cause fallure.

5 before (T): 1st violin - 4th finger extens’on. This measure and the following
measure (1st note) will need particularly caretul checking and
practice to assure accuracy.

I before (7): 2nd violin and viola - contraction of 3rd finger.

1 before (7): string bass ~ II pos. for a more ccasistent tone quality.

2 after (7): cello - pley the second A in II position to avoid an accent on the
wrong part of the beat. This will also help to keep the articila-
tion and tone cleaner and more even.




String Critique - Page 4
Chorele and Invention

PARTICUIARS - cont.

3 after (7): cello - use II position to prepare a shorter shift to III position
4 efter (7). '

4 after (7): 1st violin - rapid string crossing - "note pairs" should be practiced
as double-notes and the bowing coordination worked out on the open

strings,
%iola - contracticn of 3rd finger.

1 before (8): contraction of Uth firger (interval of ad6) in the 1lst violin.
contraction of 3rd finger in the 2nd violin.

2 after (8): string bass - use II position to avoid a booming accent on the

PO o e ~ NP pe when

second half of beat two and to keep a ziore consistent tone.

3 before (9): string bass - finger the G to help 2ssure a somewhat staccato sound.

2 before 522: cello - II position for better quality of tone.

{2): 1st and 2nd violins and viola - legato. Also see note for lsi and 2nd
violins 4 and 5 efter (6).

2, 3 and 4 after (9): cello - colle.

(10); 1st violin - II position to prepare the fingering of the double-stops in
the next two measures. "
2 .

2 and 3 efter (10): 1lst violin - double~stops, 1-M6 and 1-P8.

2nd viclin ~ double-notes, 0-M3 and 1 -m6,

2 o]
Viola and Cello ~ F major trisd ¥-2
A-l
C=0. =

The three notes ghould be sounded simultanecusly. They could
be divided, 2 and 2, if the players cannot get a good sound
playing all 3.

(11): celio and string bass - to sustain the tie ££, the bow zust be drawn very
nea:r the bdbridge.

2 after {11): cello and string bass - recover bow to the lower haif.

I before (12): cello - see note for 1st an. 2nd violins 4 and 5 after (6).

1 before 13: cello - uwse II position to maintain € string timbre.

string bass - extend lst finger to reach the note E without shifting.

The note G should be fingered 1o maintain a consistent quality of
tore.

3 after (14): cello - II position. This G fingered can be accented more satis-

factorily than can the opex G.

string bass - the fingering here and in other places was determined
not just to get ease of playing but to obtain as good and az con-
sistent a tone as possible.
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String Critique - Page 5
Chorale and Invention
PARTICULARS - cont.

3 after (15): cello - use (%) position to avoid extensions and to enable the
first finger to maintain its position on C#.

L before {17): cello - II position. This places all the. notes within reach of the
fingers without moving the hand.

1 before (17):° viola =1
O."Pa.

{17): II position in the cello part so that the strongest fingers may be used
for solidity at the end.
1st violin - long trill 1st to 2nd fingers.

o

3 and b after (17): violas will need to practice the shift from the 1-M3 to the
1l
0-M6.
2nd violin - double-notes 1 c

1 o-M6 and 2-M3.
1st violin - o-h.

Last 2 measures: all parts - the down-bow crescendo on the sustained notes begun
with an accent requires that the bow start with a good "bite"
and with rapidity of motion. Slow the bow immediately while
moving it closer to the bridge in order to exert enough pull to
get the crescendo.
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BRASS CRITIQUE

Brass parts present no difficulty in this score. They are entirely secondary to
strings and woodwinds.,

Tuba, if used, will require much practice for pitch and rhythmic accuracy. Care
must be taken in Chorale section to arrive at good homogeneous tone quality in
brass choir.

WOODWIND CRITIQUE

Clerinet - No problems in chorale. The only technical problems arise at (3i1) in
the Invention and although the notes move right along they fit the clarinet very
well.

Staccato passages shoidd de well-spaced.

Bassoon - Finger Uth space G for intonation. -e- b

4 after (6) why not slur? ! o 'Qn“gg‘x_:__e‘ (lrQ‘F\ ._

This plece calls for & highly developed 1ow register technique; it is unususl in
this respect.

Oboe - Use "du" attack on first F4. Use Fork F one before (3). Second D&in
bar after (11) may be played with D +rill key. Use Fork F in passages at (16).

Flute - Don't allow flutist to breathe too often in long phrases as at (2). Thumb

Bbat (11). 6 after (11) finger F 8 B . toE 5 <

Use this fingering throughout this ‘Lf.”... 7o

gsection. This is a very rough flute - -
eh

PERCUSSION CRITIQUE

From 10 to 12 the timpani part is bssically in unison with the low brass and low
strings. The timpanist should listen to the low brass and low strings and try to
match their astyles.




EXPLANATION OF STRING TERMINOLOGY

Arco =-- with the bow.
Am frosch -~ at the frog or the heel of the bow.

O w=o

1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves
in the same direction for 3 or U notes and in a smooth arc ("\ or J)
teking 1 note and 1 string at a time.

2, Sautille”arpeggio (different note for each of 3 or U strings) -- bov moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springirg (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -~ at the frog or the heel of the bow.

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded sim.ltaneously with the “pinch" and the Low
is lifted from the string iwmediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bew. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can bYe gquite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer ~- the mute.
D€tache -. separate smooth bow strokes, one for each note, with no variation in

preassure ’and no bresk between notes. This bowing is also known as the
simple @étaché to distinguish it from the variations given below.

1. Grand dtaché -- same as the sbove but using the whole bow for each note.

2. Accented de'tache‘ ~- each bow stroke begins with a sudden increase oi: speed
and pressure but without “pinching" the string sharply as in martele --
no separation bvetween the notes.

3. Accented grand détaché -- seme as #2 above sxcept that a whole bow is
used for each note.

b, pé'tachg mrte’ -=- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.

Aruitoxt provided by Eic:
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String "crminology - page 2

Détachd -- (continued)

5. pétache lancd -- a shortened quick bow stroke beginning with great

speed slowing toward the end of the sound. Usually there should be a
clear separation of the tcnes. The notes are neither accented nor
swelled and are played like a marteld without the "pinck".

Extension -- placing a finger or fingers farther spart on the string than their

normal placement.. '

Finger patterns -- the patterns of spacing between fingers of the left hand.

1.
2.
3.

L,

5e

These are not applicaeble on the string bass and could apply
to the cello only in thumd position.

1-2 pattern meens 12 3 b4,
2-3 pattern means 1 23 &, The basic finger patterns
3-4 pattern means 1 2 34, ,

Extended or All-whole-step or whole-tone pattern means 1 2 3 U, i.e.,
no fingers are placed closely together.

1''23 L pattern indicates the presence of an augmented 2nd between lst
aad 2nd fingers (an extension) &nd a helf-tone between 2nd and 3rd

fingers.

12''3 L pattern -- augmented 2nd betweesn fingers 2 and 3; half-step
between fingers 1 end 2.

1 23''} pattern -- augmented 2nd between fingers 3 and 4; haif-step
between fingers 2 and 3.

Other finger patterns ere not only possible but practical and are in-
dicated with their full configurations as were the “augmented second"
petterns (nos. 4, 5 and 6 above).

Mleutendo or flautato -- indicates the production of a flute-like tone accomplish-

Fonette

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

{vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -= usually performed up-bow at the tip.

rog -- as & bowing indication, it means that the player should use the hair near

the frog of the bow to produce the sounds asked for.

Harmonics -~ flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Neturel haermonics -- produced by touching an open string.

2. Artificiel harmonics -- produced ty touching a string shortened by a

"stopping finger" (artificiel mut).

e e e A e S = s . s e




String Terminology - page 3

"Hook" -~ attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.
Legato -- emoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".
Loure' -- see portato.

Martele’ -- a staccato producing type of bow stroke, well accented, biting and
strong. /

1. Simple martcle (usually just martelf) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of ihc pressure is released. The bow
moves repidly. Each note must be scparated from the others. The tone is
percussive, resonant, and staccatce.

2. Sustained marteld -- same as simple mertelé except that the tone is held
out. An adequate amount of bow must be availab];e for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martele' -= the gimple martelé executed with the whole bow.

Martelé atteck -- see #2 and #1 under marteld above and also under “pinch".

Martellato -- this means either martélé or & bowing that sounds like a martele',
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-iike beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of comtect -- the place on the string at which the bow ig placed.

Portato Qoure') -~ two or more detache gorte' notes performzd on the same bow stroke.

Restez -~ remaln in the position.

1 Ricochet ~-- the bow is dropped (or .hrown) on the string and allowed to rebound
] making possible two or more notes per impulse.
1

Saltando or Saltato -- a genera. term meaning springing, rebounding or bounced.
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String Terminology - page U

Sautille -~ a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1¢ (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out "
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.

The flying spicceto is e series of spiccato notes played in the same

bow direction.

Staccato -- & general term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that a geries of small
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same menner as the solid gtaccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately sbove).

Sul ponticello -- play with a relatively light bowstiroke near enough to the
bridge so that a nassl glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form of détache or any type of staccato bowing.

2. Dashes may mean detache or detache gorte' .

3. Dashes and dots combined mey mean detache lance, & modified spiccato or
a modified martele,

4, The tie or slur merk will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet,
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String Terminology - page 5

SIGNS (continued):

6. 'fhe tg or slur merk in conjunction with dashes will mean portato
loure).

7. The steple-shaped sign (™)) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also meaus to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow,
11. The sign // means to stop or to 1ift the bow or both.

12. The sign / over & note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

1, The sign, x (or N, or v), means an extension of one half-step.
15. The sign ?; (or xx) means an extension of one whole-step.
16. The sign ¥ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. == near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the vow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use & whole bow,
1/2 of the bow, 1/3 of the bow, 3/k of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) - helf position.
I =« 1lst position.
II - 2nd position.
IT% - intermediate position between 2nd and 3rd positions.
etc.

<
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Absolute music

Aris
Atonality

Avant garde

Cadenza

Canon

Centata

Chorale
Chorale-prelude
Classic sonats
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasisa

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and technigues.

A technically brillisnt sometimes improvised solo passege
towaerd the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
tiblical text is often used.

Congregational hymn of Lutheran churci.

Elaboration of the chorale played before the singing.
Form of the éymphony (4 movenments).

Clavier hit by tangent - usually k. octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque ers.

The combination of 2 cr more independent parts in &
hermonious texture.

Light music; generally played outdoors. Usually has
more than U4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of & fundamental (the lowest '
pitch) and one or more upper pertials, variously called
harmonics or overtones.
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Harpsichord
Tampromptu
Invention
Kappellmeister
Iied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partite

Passion

Polyphony

Polytonality
Prelude
Progremme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Noblemen.
Germen art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cuitivetion of music and poetry.

Bagpipe ~ also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a “joke." 3rd movemeant of & symphony.
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- Sonata-allegro form
' Suite

Symphony

Tonality

Virtuoso

Aruitoxt provided by Eic:

ERIC

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.
Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
k. rondo

A systeni in which all tones gravitate to a certain tcoue.

Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventexuth century the center of the musical world was It
Spared from the devasiating Thirty Years War and aided by en artistic and wea'ﬁ:{y
aristocracy, this was virgin territory for e musical revolution. This same country

vhich produced the Renaissance art harhored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi wzs comxissioned to write the opera,
Orfeo. Before this, music had been supremc. Now the declamation of the words and
the music were combined in an unheard of bslance. These new imnovations in Moote

verdi's operas became the substance of Barogue music.

The Barogue law of tonality was almost as solid as the law of gravity. Iu both
cases there is & strong pull toward one central point - for tonality, the key" or
home note of the piece. Almost all musical forms of this era were besed on this
law. In simplest form, called ABA, the music began in ore key, moved to another
and then returned to the original key.

Th_e favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Baroque

Of the vocal forms of the Barcque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is renexbered for his oratorios which
were a natural transitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and
coercive. The new attracted him and the more astounding, the more coatrary to
accepted forms, the moye he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian
architectural constructicas. Famous examples of Barogue art are Bernini's Dove
sbove the altar of St. Peter's, Louis YIV's Chateau of Versailles, and the master-
pleces of the Flemish painter, Ruber mese artists sculpted stone to look "soft,
gilded bronze to simulate gold, and u. .z used a simple form if a complex one coulc
gerve,

Note the coincidence of Baroque music, elaborate art, lustrous court life, &
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubens or Milton.
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For ore hundred yeers after his death Bach was forgotten. Not until 1850 was any
concerted effort made to recover and publish all of his music.

'Bach was su intensely religious man and this explains his pleasure at his appoint-
ment of twenty-seven years at St. Thomas School in Leipzig. He lived but to
worship God and to write music.

Leonard Bernstein paid this tribute to Bach:

"For Bach, all music was religion; writing it was an ect of faith;
and performing it was an act of worship. Every note was dedicated
to God and to nothirz elsge.

"This is the spine of Bach's work: simple faith. He was & man of
God, and his godliness informs his music from first to last."

Works:

48 Preludes
12 Suites
12 Concertos .
5 Passions
5 Masses
5 Sets of sacred compositions for every
Sundey and feast-day of the year




JOHANN SEBASTIAN BACH

b. Eisenach, Germeny 21 March 1685
d. Leipzig, Germeny 28 July 1750

In Eisenach, Germany, Bach's father was a town musician, one of a long line of Bach
musiciens - a tradition tc be carried on in a magnificent style by Johann Sebastien
and three of his sons.

When Bach was only nine years old his parents died and he was put in the care of
an older brother who begrudged another mouth to feed. Refused the clavier music
he longed so to play, the young Bach spen* many moonlight hours copying from a
notebook hidden in the attic. His eyesight suffered from this (in later life he
was blind), but this was the only way he could get the music he craved.

A position as a choir boy freed him from his brother's discipline and gave him
access to the music he wanted to study. When only nineieen years old he was ap-
polated organist at Arnstadt. When he was here he asked for a month's leave of
absence to visit the famous organist., Buxtehude, at nearby Luteck. Crented the
leave, he took not one but three months tc enjoy the great organ master's playing.
This prolonged absence mude it necessary for him to obtain a new poct.

He married his cousin, Marie Barbara, and devoted the next nine years tc raising a
family of seven children (only three lived) and composing music for the organ -
all on $60 a year salary.

His next job was as Kapellmeister at Céthen. This started him in o new direction
of composing. The orgen period was over. He now turned nis attention to the solo
instruments and chamber orchestras.

His first wife having died, he married Anna Megdalena who was herself a capable
musician and helped him copy his manuscripts. To Anne Magdalens and J. S§. Bach
were born thirteen children. Bach wes & family man and alweys geve time to teach
his children as three of them later proved to the world the value of their father
as a great teacher.

His last Job was his happiest and most rewarding. He was cantor of the St. Thomas
School in Leipzig. His activities were many and veried: he played the organ,
taught dull students, directed the choir, and wrote music for every occasion. It
was while at Leipzig that he wrote the greatest of his compositions: the passions,
the mass, the cantatas, chorales, motets, ete. It was his responsibility to write
a cantata for every Sundey but in addition he manasged to add to his long list of
compositions. Bach wrote music in every known form except the opers.

He invented no new forms but is responsible for new educational material for the
clavier. To teach his wife and children he wrote The Well-Tempered Clavier, two
sets (24 each) of preludes and fugues for keyboard. It was written to demonstrate
the advantage of tuning keyboard instruments in equel temperament. This system,
nov universally employed, mekes all of the semi-tones equal. Bach also invented a
new fingering system using the thumd and little finger. Why the thumb had heen
snubbed is not clesar!
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Fer one hundred years after his death Bach was forgotten. Not w.:'l 1850 was any
concerted effort made to recover and publish all of his music.

Bach wes an intensely religicus men srnd thie explains his pleasure at his appoint-
ment of twenty-seven years et St. Thomas School in leipzig. He lived but to
worship God and to write music,

Leonard Bernstein paid this tribute to Bach:

"For Bach, all music was religion; writing it was an ect of faith;
end performing it was an act of worship. Every note was dedicated
to God and to nothing else.

“This is the spine of Bach's work: simple faith. He was 2 man of
God, and his godliness informs his musie from first to last."

Works:

48 Preludes
12 Suites
12 Concertos
S Passions
9 Masses
5 8ets of sacred compositions for every
Sundey and feast-dey of the year
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Chorale-Prelude
!Sleepers Avake)

B
3
difficult
Bach
arr, Ormendy

Bach wrote 5 sets of cantatas for every Sundasy and feast-daey of the year. This
Chorale~Prelude is taken from one of these cantatas, especially written for the
2Tth Sunday of Trinity. The text is from the Bible - Matthew 25: 1-13. This

is the story of the wise and foolish virgins who slept to await the coming of the
bridegroom. The wedding scene is the background, the hymn describes the coming
of the bridegroom (Saviour) who invites the bride (the church) to tle wedding.
The text describes their meeting, the bridegroom comforting the bride and promis-
ing her eternsl bliss. There is & final hymn of praise sung within the gates of
the ner Jeruselenm,

Bach wrote a Chorale Prelude as an introduction to the congregational singing;
hence the name Chorale-~Prelude.

Eugene Crmandy who arranged Sleepers Awaske is a famous conductor, born in
Budepest tut now an Americen citizen. He has conducted the Minneapoils Symphony
Orchestra, the Philadelphia Orchestra, and has conducted most every major orches-
tra in the world. Through his leadership (since 1938) the Philadelphia Orchestrs
has ceme to be recognized as one of the world's greatest orchestras.

Another chance to hear the mighty organ at the hends of & master! E. Power Biggs,
one of the world's greatest organist plays tv.~ famous Contata, Sleepers Awake.
Raise Your Voices! which is the basis for the Chorele ~ Prelude by Bach.
The recording also includes some other good favorites the teacher might like to
play for the class; e.g. Jesu, Joy of Man's Desiring, Unto Us a Child is Born and
Sheep May Safely Graze. Read the Jacket carefully.

Side 1 Band 3




Choral Prelude: Sleepers Awake
"Wachet auf, Ruft uns Die $timme"
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STRING CRITIQUE
GENERALITIES:

Finger patterns, extensions and contractions:

1st violin == 12, 2-3, 3-4, J2' '34; 4th finger extension.
2nd violin == 1.2, 23, 34, 12' '34,

Viola == 1-2, 2-3, 3=, 1" 23,

Cello == lowered extensions.

Positions: 1lst violin -- I, II, III, IV, V, VI, VII.
2nd violin ~- I, II, III, IV,
Viola -~ I, II, III, IV,
Cello == I, II, III, IV,
String bass -- %, I, II, IP%, III, IIT%.

Bowing: detache, legato, detache lance, hooks, accented detache (the daches
apparently not cnly mean a broader tone but a stress as well),

Pizzicato: none. ’

Ornaments: Single appoggiaturas (begun "on the beat")*, double appoggiaturas
(slides or schleifer) also begun "on the beat", short trills no
more than one beat in length. Note examples of how to perform them
in the 1lst violin part marked I and the viola part marked I,

Tremolo: none

Dynamics: pp, P, mp, mf, £, ff, Iff, Cresces ws?s » ——=ms << >

Rhytims: the problems are not many and usually involve the satisfactcry perfor-
mance of the ornaments. ’

Meters, Tempos and tempo changes: andantine, allargando, b/b.

Double-notes: none,

Chords: none,

Harmonics: cello -- mid-string C.

SIgNs: Wyl ) ey D g uas y Ty W @ e et s SO, R, N,
Vocebulary: repeat ad libitum, scordatura, see also above. |

Comment: treble clef in the viola part. String basses without low C strings or
C mechanisms should tune their E strings to Ey.
® "on the beat" means that the appoggiaturas take their value from the succeeding
note, not the preceedlag one,
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Choral Prelude: Sleepers Awake
"Wachet auf, Rutt unz Die Stimme

PARTICUILARS: ..:....u.¢

First U measures: viclin and viola parts =- The 8th note pairings should réceive
a moderate phrasing of strong-wesk, strong-weak. This
should not be overdone though. The bowing is somevhat like
using a detachbe porte for separate quarter-notes. The
eighth notes with dots, detache lance, should not be
shortened too much.

Cello and bass -- The bass doubles the cello and tc insure that
most of the bass part will sound an octave lower than the
cello, instructions are given in the part to use a scordatura,
i.e, tuning the E string down to Epe The fingering takes this
tuning into account throughout the composition. In these
opening measures, the separate quarters should be detache
porte. The slurred quarters are, of ccurse, legato.

St measure to (2): violin parts (tke violas rest) -- This part of the melody
is a great contrast from the ist four bars, losing any
quality of stagnancy and being in fact a true flight of
inspired melody. The eingle appoggiaturas, double appoggia-
turcs and trills are defined with examples in the lst violin
part and viols part marked I. All these ornarents should be
placed "on the beat" taking their value from the aote
following them., All the trills should start with the upper
note,

Cello and string bass —- these paris must be pleyed with the
utmest smoothness and expressiveness., Vibrato should be
used and sttention paid to produce the indicated dynamics
with a3 much faithfulness as possible. This applies through-
out the composition.

(2) to the end =- The ccmments made above apply here as well. Zlose attention
should be paid tc makirng the correct differerce between notes
with dots and those with dashes (detsz:he lance and detache
porte respectively), ‘

The fingering in the first violin part after should receive
especiall, careful working out to be sure the players unéer-
stand it and can use it correctly. This is particularly true
of the last 3 measures which will need much repetition if they
are to be played reaily well.




Chorale -~ Prelude

(Slecpers Aveke)
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BRASS CRITIQUE

Brass parts offer no exceptional difficulty here. Attention must be focused on
proper concept of brass tone - no vibrato throughout. At (5), be sure that all
brass releasa together, preferebly on count 3 of “he measure. PEe sure fortissimo
is not reached prematurely. Be sure that tone quality is dark and rich and not
at all strident at (5).

First trumpet will have tendency to go sharp 3rd bar from the end. This will

be caused by "bHiting" to get up into high register. Advige that jaw positions

. must de kept "down and open.”

WOODWIKD CRITIQUE

Clarinet - Five measures before (L) there iz an error in score; C and B should be
sixteenth notes.

Two messuves before (6) finmger C in BY irill Q O MN. This is also true at (6).
A lot of the part lies in the throat register and is hard to obtain good tome
quality. There are some bad register crossings.

Bassoon - Bar after (2) should have slur (not in score). Use tomgue syllsble
Wau" on each quarter note. Trill E to F at lst and 2nd ending with thumb on A

' key on wing joint.

Qboe - Use Fork P fingering on all F's before or after EP
Trill 6th bar after (5) Ab to Bb, G
g£* .

r

.l “ee

Ab

0‘0‘. » &

High EP and P in 5th and 6ub bar after (5) ave very high. Teke down an octave.

Flute - General pitch level gets quite high &t times. Suggest last 3 bars could
be taken down an octave.

PERCUSSION CRITIQUE

Three timpani are needed to play the pitches F, BY, E in the last two bars.
However, if the tempo is slow enocugh and the player accomplished in rapid tuning
the F on the large drum may be changedquicklytoaB changing the F to Bb,

It is impossible to achieve the full duration of the eighth note F and a glissando
effect is inevitable. If only 2 drums are available the safest way would be to
onit the P entirely and play only BY and Eb,
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EXPLANATION OF STRING TERMINOLOGY

Arco -~ with the bow.
Am frosch =- at the frog or the heel of the bow.

QO ==

1. Legatc_arpeggio (different note for each of 3 or b strings) -- bow moves
in the seme direction for 3 or U notes and in a smooth arc (-\‘ or s
teking 1 note and 1 string at a time.

2. Sautille” arpeggio (different note for each of 3 or i strings) -- bow moves
in & different direction for each note and string while springing as in
regular ssutille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 ebove
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).
Au talon -- at the frog or the heel of the bow.

Colld ~- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bvow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair maey either be turned away from the bridge or toward
the tridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingera closer together on the strings theu their normal
placement requires. -

Démpfer -- the mute.

DEtache -~ separate smooth bow strokes, one for each note, with no variation in
pressure 'and no break between motes. This bowing is also krown es the
simple détache to distinguish it from the variations glven below.

1. Grand ddtaché -- seme as the above but using the whole bow for each note.

2. Accented -ie'ts.ché' -- each bow stroke begins with a sudder increase o:l: speed
and pressure tut without “"pinching" the string sharpiy as in martele --
no separation between the notes.

3. Accented grand ddtachd ~- same as #2 above except that a whole v is
used for sech note.

4. p&tachd ;gortrf -- stroke begins with a slight sweiliing followed by a grad-
ual lightening of the sound {see portato). There may or may not be &
small spacing between the notes but the impression should be thet the
notes are alightly separated.
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Détaché -~ (continued)

5.

Détache lancé -- a shortened quick bow stroke beginning with great
speed slcwing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteld withcut the "pincn”.

Extension -- placing a finger or fingers farther apart on the string than their

normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.

ie
2.
3.

L.

Do

Tleutendo or fleutato ~- indicates the production of a flute-like tone sccomplish-

These are not applicable on the string bass and could apply
to the z21lo only in thumb position.

1-2 pattern means 12 3 L,
2-3 pattern means 1 23 4, The basic finger patterns
3% pattern meens 1 2 3b.

Extended or All-whole-step or whole~tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

123 § pattern in(hcates the presence of an augmented 2nd between lst
gad 2nd fingers {an extemsion) end s half-tone between 2nd and 3rd

fingers.

127°3 b pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingera 1 and 2.

1 23''} pattern -- augmented 2nd between fingers 3 and k; half-step
between fingers 2 and 3. ,

Other finger patterns are not only possidble but practu.al and sre in-
dicated with their full configurations as were the "augmented gecond"
patterns (nos. U, 5 and 6 above).

Fonette (vhipped bowing) -- the bow strikes the string suddenly aud sherply after

Frog -- a8 a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

ed by bowing lightly and with gpeed over or neer the
' edge of the fingerboard.

belng barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Hoxmonics ~- flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halvesg thirdﬁ. fourthsg fiﬁhsg e‘t\-o)

v 1. Natursl harmonics -- produced by touching an open string.
2. Artificial harmonics -- produced by touching a string shortened by a

“"stopping finger" (artificial nut).

[ e A
¢
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“Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.
Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
I.oure’ ~- gee portato.

Martele’ -- 8 gtaccato producing type of bow stroke, well accented, biting and
strong.

3. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato. ‘

2. Sustained martele -- same as simple marteld except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.
Marteld attack -- see #2 and #1 under martele' above snd also under "pinch".

Martellato -- this means either martele or & bowing that sounds like a ma.rtele,
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, whe. *he bow is
moved, resulta in a consonant-like beginning of a tone. This is the
marteld attack.

Pizzicato -- rlucking the string with a finger or the thumb. Left hand pigzzicas..
‘48 indicated with a plus sign (+). TnGications as to which hand is
to be used are R.H. and L.H. or M.D. (uano destra) and N.8. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (loure) -- two or more detache porte' notes performed on the same bow stroke.

Restez =~ remain in the positionm.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Salh ando or Saltato -- a generel tes meaning springing, ebounding or bounced.
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Seutille -- a springing bow stroke that obtains i%s effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somevwhat
above the middle.

son ri1d (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relaetionships are achieved, the tone "spins out"
almost without effort.

Sounding point -~ see point of contact.

0 Spiccato -~ the bowv is dropped from above the string and rebounds iato the air. )
o The flylog spiccato is a series of gpiccato notes played in the same -
bow direction.
Staccato -- a general term meaning that the notes are shortened.
-- 8 specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Repid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

-

2. Flying staccato -~ performed in the same manner as the golid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately atove).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
. bridge so thet a nasal glassy tone quality is produced.

B Sul tasto, sul tastiera, or sur la touche -- see flautando. y

SIGHS: -

1. Dots may mean any form of gétache'. or any type of staccato bowing.

2. Dashes may mean detaché or detache porte. ;

3. Dashes and dots combired may mean detache lance » & modified spiccato or
a modified marteld.

'* 4. The tie or slur mark will mean either to tie the notes or toc slur the
: notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staceato, flying spiccato, or ricochet. -7

.,
——
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8.

9.

7.

18.
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SIGNS (continued):

'{he ti’; or slur merk in conjunction with dashes will mean portato
loure).

The staple-shaped sign (™)) means down-bow. This sign ,ometimes occurs
upside down. '

The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the alr to the frog.

The sign, ) , means to lift the bow.

The sign // means to stop or to 1lift the bow or both.

The sign / over a note ~=ans fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or M, or v), means an extension of one half-step.
The sign § (or xx) means an extension of one whole-step.
The sign ¢ indicates the use of the thumb to finger a note.

‘Bow placement or the area of the bow to be used:
i a. Fr. == near the frog of the bow.
b. M. -~ near the middie of the vow.
¢. Pt. or tip. == near the point or tip of the bow.
do 1:.1/2, L01/39 Lol/h - the lOVBr 1/2, 1/3, 1/1‘ Of the bOV.
€. 001/2, 001/3’ Uol/h - the upper 1/2’ ‘l3’ 1/“ Of the 'bOV.
£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/ of the bow, 1/k of the
bow, etc.

The positions are indicated as follows:

(%) - half position.
I ~ 73t positionm.
II - 2pnd position.
I% -~ intermediate position between 2nd and 3rd positions.
etc.

o




Absolute music

Aria
Atonelity

Avant gerde
Cadenza

Canon

Cantate

Chorale
Chorale=-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Gresso

Continuo

Contrapuntal
Divertimento

Fentasia

Fugue

Harmonic series

©

ERIC
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DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technicelly brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboerd instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line ir Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; gensrally played outdoors. Ususlly has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamentai {the lowest

pitch) end one or more upper partials, variously called
harmonics or overtones.




Herpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partite

Pagsion

Polyphony

Polytonality
Prelude
Programme music

Recitative

ne Nuiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneousg music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe -~ also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series,

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story; paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the desad.

Last movement of concertp or symphony.

Literslly a "joke." 3rd movement of a symphony.




Vo
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. Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-~-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A asystem in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy
Spared from the devastating Thirty Years War and sided by an artistic end vealthy
aristocracy, this was virgin territory for e musicel revolution. This seme ccuntry

vhich produced the Renaissance art harbored at the same time the seeds of its
~successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was diaclosed when Monteverdi was commissicned to write the opera,
Orfeo. Before ais, music kal been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovstians in Moute

verdi's operas became the substence of Barogue music.

The Baroque law of tonality was almost as solid as the law of gravity. Im both
cases there is & strong pull toward one central point - for tonality, the "key" or
home note of the plece. Almost all musical forms of this era were based on this
lav. In simplest form, called ABA, the music began in one key, moved to ancther
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Conzerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Baroque

0f the vocal forms of the Barogue Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is remembered for his ora*orios which
vere a natural transitional form from the opera. Major new church misic forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and hermony &s being toC narrow and
coercive. The new attracted him and the more astounding, the more contrary to
gecepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian
architectural constructions. Famous examples of Baroque art are Bernini's Dove
sbove the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the mastere
pleces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,
gilded brongze to simulate gold, and never used a simple form if a complex one could
serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, 2
violinist like Corelli, a craftsmen like Stredivarius, the sublime sacred choral
vorks of Bach or Handel, and the epic creations of Rubaas or Milton.
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_ ) Baroque Era - page 2 A
Musiciens in Barogue Era -
: Corelli Virtuoso on violin .

Vivaldi Prolific composer of concerti (500)

Tartici _ Master of violin; wrote over 100 violin sonatas
' Purcell Best known Baroque composer in England

Buxtehude Orzanist: Bach's idol

Monteverdi Italian opers composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah
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GEORGE FREDERICK HANDEL

b. Halle, Germsny 23 February 1685
100 miles from Berlin

d. Zondon, Englend 13 April 1759

Handel's father was a barber-surgeon who insiste that his son study law. However,
his father reluctantly gave permission to his son to study music when his obvious

musical genius was shown. He studied, played the organ, and began to compose
msic.

In 1706 Hendel left for a tour of Italy. He was well-liked and lovingly called
"The Saxon" by the Italians. When he was Kapellmeister in o nover he made his
first trip to London teking with kim his new opera Rinaldo in Italian style. It
established Handel's reputation in London. He was forced to return to Hanover
but it wasn't long before he again esked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonable
perio? " This reasonable period became forty-seven years and the Elector who re-
luctently gave his permission for the London trip became George I of England. The
story goes thet only when Handel wrote the celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or so thne audiences were surfeited with Italian opera.
Finally acute borecom broke the tradition and even though Handel reorganized the
Acedemy and would not accert defeat, the Italian opera style had lost ite audience.

It was thus out of necessity that Handel turned to a new form, the cratorio, and
ior this the musical world hes been very grateful. His most famous oratorio The
Messiah (which had been feverishly composed in twenty-five days) was first pre-
sented at a charity in Dublin.

The Handelian oratorio may be defined es an extensive setting of solo voices,
chorus ard orchestra, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel‘'s own creation.

In comparing the two greatest masters of the Barogque one finds several differ-
ences: Hondel never married; Bach was & happy femily man. Bach remained a modest
German subject; Ha: iel became a distinguished English citizen, Bach was buried
in a suwall churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote music to satisfy himself and God; Handel wrote to satisfy the publie,

On the other hand both men were born in Germany not far from each other ard in

the same year. Both were blind and died of apoplexy. The two men never nmet,

but both share the same fate - only a small fraction of their creative =:comphish-
ment is known to the public todey.




Handel - page 2

Handel wrote over 43 Italian ope~ns but none survived. His other works
include:

g 21 Cratorios - The Messigh
9l Cantatas
2 Passions
12 Violin or flute sonatas
12 Concerti Grosso
. 20 Organ concexrtos
‘ 12 Concertos for strings
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FRELUDE AND FUGUE

IN D MINCR
B
4
Handel dirticult

One concept of the orchestral prelude wes introduced in Bach's The Well-Tempered
Clavier where each fugue was preceded by a prelude. This was imitated by Handel
in this particular number.

The preludes became & fixture in piano music with Chopin who wrote 26 of then.
Rubenstein described the preludes as "Chopin‘s Pearls." '

“nis kind of prelude as used by Handel in Prelude and Fugue was an independent
piece of music of brief duration. It was not an introduction or preface to
another piece like a prelude to an opera, a play, or a ballet. These are more
fragmentery end transitory pieces whose purpose is to introduce or prepare for the
mein theme.

In & Prolude and Fugue the fugue is not always necessarily in the same key as it
is in this one by Handel. A fugue is a contrapuntal composition in two or more
perts built on a subject (& theme). The second entry of the subject (generally
a fifth higher or a fourth lower) is called the answer. When the answer enters,
the subject generally continues with & counterpoint to it. When all parts have
made their entries the exposition of the fugue is complete.

ERIC.
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Prelude and Fuguve in D Minor

B
L
Handel difficult
arr. Kindler

STRING CRITIQUE
GENERAL.ITIES

Finger patterns, 2xtensions and coentractions:
1st; violin ~- 1l-2, 2-3, 3-k, ext., 12'3k4, 1st & Uth finger extensions.
2ndl violin - 1-2, 2-3, 3=, ext., 1-2 3, 1lst & Lth finger extensions.
ViC)la - l"‘, 2.3’ 3’1‘ exto’ l 23!’ 12 31}
Cello -= Jowered and upward extersions.

Positions: 1st violin -- I, II, III, IV, VIII.
2nd violin -- %, I, II, IIZ, IV.
Viols -- %, I, II, III, V.
Cello -- I, II 111, IV, v, VI. ;
String bass —- ;.r., I, II, IDs, III, V. ‘

Bowing: susteined tones, accented detache, portato (aeeented), sustained ma.rtele,
hooks, flying staccato, lifts, spiccato, ddtaché, legato.

Ornaments: trills, single grace-notes. , B
Dynamics: P, mP, mf, £, £f, P, cresc., dim. 3
Rhythns: triplets, dotted-rhythm, syncopation.
Meters, tewpos end tempo chenges: 3/4, Largo cppassionato, L/4, Allegro,

allargandc, Tempo I.

3 N 2 1 ) 1 3 o
Doubie-notes: 1lst violin --o0-P8, 3-mb, 1-Mb, o;Lﬁ, 2.M3, 2-Pk, 2-M5, l-Al,
2 2 0

e

1-mb, 3-P4, 3-M2, 1-P8.

2 1 4 2 1 o o o
aﬁﬁ ViOlin - 1"’m6 9 l"PS 9 1"P8 9 h3-P;* 9 3"m3, 2"M3 9 O-P5 9 1"?“ 9
1 1 3 2
O-!!l6 9 2"&5 5 O-P8 9 1’?8’ 2"?5 .

3 0 1 2 3 4 2 2 1

Yiols, == 0~P8, 0-P5, o-mb, 1-m6, 3-P5, 1-PH, o-unis., 1-M6, 1-P5, '
1 4 2 3 2 1 0 2 3 Ve
3.M3, 3-¥5, 4em3, l-uml, 2-P5, 2-Ph, 3-M2, 3-Ab, 2-m6,
3 0 2 1 4 b o o ¢ *

2-M6, 2-M3, 3-Pi, o-M6, 2-mT, 3-m6, 1-Ph, 2-m3.

1l 1l 0 L 1 1l 2 2
cellO -=w O'-lmis_on, h"m’ 2°M3, 3"m6’ O.Pag 2"Ah, 2’?5’ l‘ﬁ’ - '}

0 3 1l L o 2 3
l"’ph’ 3'?5, I-PS, 2"M6’ 3"m3’ 1-&79 l"m.

String bagss -- 4.
o-unison. '




String Critique ~ page 2

Preiude and in D Minor
GENERALITIES cont.
Chords: 1lst violin -=- o E~-0 3 Cc-3 2 Bb-4 3
1 B-1 2 D=1 1 C-2 2
3"E dm. o E"’l’ 2"A mino ™ D.O’ l‘G W oy I’l, 2"F M&J X
C-2 F-l
G=3 C-2
G-0, F=2,
2nd violin -0 2 D-b o 2 cb 3
1 e F-3 1 1 A2 3
3"E dim. 9 l’E M&J (X" D'O, 3"’E lh,j oy O"G min o9 C-l [ 2"‘D Ma,j .
Viola -~ 2 1l ' 2 1 - B=1 A-4 2
1 2 1 o E-1 Bb-2 1
l.D L‘mo ') O“‘Ig dim. 9 l"'A mino 'y O"G MBJ () 0-3’ D"l 'y O-c M&J X
A-0 C-2 Bkl o Bb~l A-0 G~3 ¢ o
D0 G-3 G-3 1 F-2 E-1 D-4 1 2
A"l 9 0-3 9 G-O 'y 3.A dim. 'y G—O 9 A"l 9 D"l 9 3"A M&J .3 l"F m d
Cellp < 2 Ao 3 1 3 3 4
’ 1l E-1 1 o 1 1l 2

1-D min., A-}, 1-A Maj., 0-G min., 1-C Maj., 1-F Maj., 2-Bb Maj.
Harmonics: Cello -- mid-string A.
Signs: M , ' , hooks, slurs, accents, extension, dashes, fermata.
Vocabulary: simile, cantebile, espressivo, divisi, unison.

Comment: rapid cadenza-like sextuplets at letter O. Divisi gecond violins,
Treble clef in viola part.




EXPLANATION OF STRING TERMIIOLOGY

Arco -- with the bow.
Am frosch -~ at the frog or the heel of the bow.

Arpegglo --

1. Legato arpeggio (different note for each of 3 or 4 strings) -~ bow moves
in the same direction for 3 or U notes and in a smooth arc (—\ or J)
taking 1 note and 1 string at a time.

2. Saatille”arpeggio (different note for ach of 3 or U strings) -- bow moves
in & different direction for each note and string while springing as in
regular sautille.

1 3. Springing (saltando, ricochet or jeté) erpeggio -- same as #1 sbove
i except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

4
Au talon -- at the Lrog or the heel of the bow.

Colld -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

—

Col legno -~ the string is struck with the wood of the wow. The usual method is
to strike with epproximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward

: the bridge since either can be quite satisfectory in producing the

! required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute.

Détache «- separate smooth bow strokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is also known as the
simple d€tach€ to distinguish it from the variations given below.

1. Grand ddtaché -- same as the above but using the whole bow for each note.

2. Actented dé'tgche" —~- each bow stroke begins with & sudden increase of_ speed
and pressure but without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accerted grand ddtacré -- same as #2 above except that a whole bow is
used for each note.

L, Détache‘ prte' -- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound {see portato). Ther. may or may not be &
small spacing between the notes but the lmpression should be that the

notes are slightly separated.
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String Terminology - page 2

pétachd -- (continued)

5. Détachd lancd -- a shortened quick bow stroke bveginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
gwelled and are played like a marteld without the "pinch".

Extension -- placing a finger cr fingers farther apart on the atring than their
normal placement.

Finger patterns -- the patterns of aspacing between fingers of the left hend.
These a-: not applicable on the st:ing bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 k.

2, 2-3 pattera means 1 23 4, The basic finger patterns
3. 3-h peficrn means 1 2 34, }

L. Extended or All-whole-step or whole~tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the prescnce of an augmented 2nd between 1lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 b pattern -- augmented 2nd between fingers 2 and 3; half-ptep
between fingers 1 and 2.

T. 1 23''} pattern -- sugmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
vatteras (nos. U, 5 and 6 shove).

o v S

Flautando or flautato ~- indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or neear the ‘,
edge of the fingerboard. ’.;

Pouettd (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frocz -- as a bowlng indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for. 3,

Harmonies -~ flutewlike tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itselrl -
(halves, thirds, fourths, fifths, etc.) i3

1. Natural harmonics -~ produced by touching an open string.

2. Artificial harmonics -~ produced by touching a string shortened by a
“stopping finger" (artificial nut).
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_':nook" -- attaching one or more notes to the same bow stroke. Thkis usually ap-
plies to notes that would ve played with separate bows if it would be
advantageocus to do so.

Jetd -- see ricochet.

Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ gseze "hook".
Loure' -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple mortele (usually just mertelé) -- bow pressure is set before the
tone begine so that the string will de "pinched" at the start of the
stroke. Arter the "pinch" most of the pressure is released. Tue bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- seme as simple mertelé except that tte tone is held
out. An adequate amount of btow must be available for the ‘note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Marteld attack -- see #2 and #1 under marteld above and also under "pinch

Martellato -- this means either martélé or a bowing that sounds like a marteld,
i.e., in a martelé style.

"Pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
mertelé etteck.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. {mano destra) and M.8. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato Clourv.—:' ) == two o> more detache _mrte' notes performed on the same bow stroke.

Restez ~- remain in the position.

Ricochet ~=- the bow is dropped .(or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltazdo or Saltato -- a general term meaning springing, rebounding or hounced.




String Terminology - page U

Sautilld -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the zorrect motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

son £i1d (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duraticza of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiceato -~ the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of gpiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

- 8 speciﬁc term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and mertelé stacceto.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the goiid steccato

..xcept with a lighter pressure so that the bow leaves the string between
notes,

Staccato volante -- flying staccato (see jmmediately above).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
bridge so that 2 nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ ;ee flautando.

SIGNS:
1. Dots may mean anvy form of aétaché or any type of staccato bowing.

2. Dashes may mean detaché or detache porte' .

3. Dashes and dots combined may mean detache 1ance. a modified spiccato or
a modified marte‘e.

4. The tie or siur mark will meen either to tie the notes or to slur the
notes (legato).

9. The tie or slur mark in conjunction with dots will usually mean staccato,
fying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. 'fhe ts or slur mar¥ in conjuaction with dashes will mean portato
lour

7. The stapie-shape” -, . | {)) means down-bow. This sign sometimes occurs
upside down.

. The sign ( v ) meaus up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also meauns to recover the bow, that is,
move it through the air to the frog.

The sign, ) , means to 1lift the bow.

The sign // means ‘to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or N, or v), means an extension of one half-step.
The sign {or xx) means an extension of one whole=3%2
The sign 9 indicates the use of the thumb to finger a note.

Bow placement or the area of the bow to be used:

&. Fr. -- near the frog of the bow.

b. M, =~ near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

do Ilol/2’ L01/39 Lol/h it the 1ower 1/2’ 1/3, 1/"’ Of the bowo

e. U.1/2, U.1/3, U.1/4 =~ the upper 1/2, 1/3, 1/h of the dbow.

£. WB, 1/2B, 1/3B, 3/kB, 1/hkB, etec., means to use & whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bﬁ.ﬁ’ ebeo

The positions are indicated as follows:

(%) half position.
I lst position.
II 2nd position.
1% intermediate position between 2nd and 3rd positionms.
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Absoluce music

Aria
Atonality

Avant garde

Cadenze

Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

Aruitoxt provided by Eic:

DIGEST TERMINOLOGY
In conirast to programme music - rusic that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised golo passsge
toward the end of & concerio.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Eleboration of the chorale pleyed before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually U octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
S0lo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form,

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
bermonics or overtones.




Herpsichord
Impromptu
Invention

Kappellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffe
Oratorio
Partisl
Partite

Passion

Polyphony

Polytonality
Prelude
Prograume music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
cheracter with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic operea.

Dz;ama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels reiated to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part. :

Use of several keys or tonalities at same time.
Introductory movement.
Music thaet tells e story, paints a picture or sets & mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Sonata-allegro form
Suite .

Symphény

Tonnlity
Virtuoso

Digest Terminology - page 3

A expésifion
B development
A recapitulation

Set or series of French dances.
Sonats for orchestrs in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo
A system in which all tones gravitate to & certain tone.

Soloist.







BAROQUE ERA
1580 - 1750

At the turn of thc seventeenth century the center of the musical world was Italy. .
Spared from the devastating Thirty Years War and ajded by an artistic and wealthy |
aristocracy, this was virgin territory for e musical revolution. This same country 3

wvhich produced the Kenaissance art herbored at the same time the seeds of its
successor: the Beroque.

These seeds were sown f£irst ia the field of opera. In 1607 a new relationship of

vords and music was disclosed when Monteverdi was commissioned to write the opera,
O.feo. Before this. music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Monte

verdi's operas became the substence of Bercque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
home note of the piece. Almost ell musical forms of this era were based on this
lew. In simplest form, called ABA, the music began in oue key, moved to another
and then returned to- the original key.

The favored instrumental forms ._of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Kenaissance wvith harmonies
of the new Baroque

0f the vocal forms of the Baroque Era opers prospered the most. Nandel elone wrote
forty Italian operas; but oddly enough he is remexbered for his oratorios which
were a naturel transitionsl form frca the opera. Major now church msic forms were
developed including the oratorio, the passion, and the cantata.

The Barogque artist frowned upon strict forz and harmony 88 deing S0 aarrow and
coercive. The new attracted him and the move astoumding, the nore comtrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, come 1argely from !t.dun
architectursl constvuctions. Famous exsmples of Baroque art sve Borsini's Dove
above the alter of St. Peter's, Louis XIV's Chatesu of Versailles, and the &:tir-
pieces of the Flemish painter, Rubens. These artists sculpted stome to look lott:
gilded bronze to simulate gold, and never used s simple form if a cowplex cne covlc
serve,

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stradivarius, +ha sublime sacred choral
vorks of Bach or Handel, and the epic creations of Rubeas or Milton.

Aruitoxt provided by Eic:
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Corelll
Vivaldi
Tartini
Purcell
Buxtehude
Monteverdi
Bach, J. S.

HBandel

Baroque Era - page 2

Musicians in Baroque Era
Virtuoso on violin
Prolific composer of concerti (500)
Master of violin; wrote over 100 violin sonatas
Best known Baroque composer in Ehgland
Organisbt: Bach's 1dol
Italian opera composer
Master of the Baroque
Composer of The Messiah




GEORGE FREDERICK HANDEL

b. Halle, Cermany 23 February 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's fatbher was a barber-surgeon who insist.d that his son study law. However,
his father reluctantly gave permission to his -on to study music when his obvious

misical geniuc was shown. He studied, played the organ, and began to compose
.masic.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called
"The Saxon" by the Italians. When he was Kapellmejster in Hanover he made his
first trip to London taking with him his new opera Rinaldo in Italien style. It
established Herdel's reputation i: Fondon. He was forced to return to Hanover
but it wasn't long before he again asked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonadble
period." This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The
story goes that only when Handel wrote the celebrated Water Music for his English
monerch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boredom hroke the traditicn and even though Handel reorganized the
Academy and would not accept defeat, the Italiun opera style had lost its audience.

It was thug out of necessity that Handel turned to & new form, the oratorio, and
for this the musical world has been very grateful. His most famous oratorio The
Messiah (wvhich had been feverishly composed in twenty-five days) was first pre-
gsented at & charity in Dublin.

The Fandelian oratorio may be defined as an extensive setting of solo voices,
chorus and orchestre, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel’s own creation.

In comparing the two gresatest nesters of the Baroque one finds several differ-
ences: Handel never married; Bach was & happy family man. Bach remained a modest
German subject; Handel became a distinguished English citizen. Bach was buried
in a small churchyard near Leipzig; Handel wag buried in Westminster Abbey. Bach
wrote music to satisfy himeelf and God; Handel wrote to satisfy the publie,

On the other hand both men ware born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only a small fraction of their creative accomphish-
ment is known 4o the public tecday.

ERIC
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Handel - page 2
Handel. wrote over U3 Italian operas but nome survived. His other works
include:
21 Oratorios - The Messish
oh Cantates
2 Passions
: 12 Violin or flute scnatas
: 12 Concerti Grosso
: 20 Organ concertos
- 12 Concertos for strings
]
|
| ERIC
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Minuet from "Berenice"

B
5
moderate
Handel
arr. Zamecnik

Handel composed the opera Berenice at the request of Henrietta of England, queen
of Charles I. Handel took the text from the French dramatist Racine who had
written his versicn of Berenice in 1676.

Bereaice means "bringer of victory.” She was the wife of Herod, brother to
Agrippa who was her father -~ (married to her uncle). She was at one time almost
successful in getting the Emperor Titus to merry her. Titus, who hed been reared
in the famous Nero's (Fiddler on the Roof) court captured Jerusalem in 79 A.D.
Since Berenice was queen of Palestine she probably met Titus at the time of his
conquest of Jerusalem.,

The arranger, J. S. Zamecnik, was born in Cleveland in 1872. He studied with
Dvorak in Czechoslovakia and later was violinist in the 7ittsburgh Symphiony Orches-
tra. Mr. Zsmecnik has published a great deal of educational material and has
written a number »f originsal musical scores for successful major motion pictures.




Minuet
from "Berenice"
B
5
easy
Handel
Arr. Zamecnik
STRING CRITIQUE
GENERALITIES:
' PFinger patterns, extensions and contractions:
4 advanced violin == l«2, 2-3, 3=k,
i Ist violin A == 1-2, 23, 3-4; 1st finger extension.
18t violin B «= 1«2, 2-3, 3-b; 1st finger extensiox.
1st violin C == 1-2, 2-3, 3=4; 1lst finger extension.
2nd violin == le2, 2-3, 3=4; lst finger extension.
;“f Viola == 1-2, 2"3, 3-1'0
: Cello -~ upward extensions.
Positions:
‘ advanced violin -~ I, II, II¥, (IV). 2nd violin -- I, II, III,
g 1st violin A -- I, II, IIZ, (IV). Viola -~ I, II, III, %.
-1st violin B == I, II, III, Cello -~ I, II, III, IV,
lst violin C -~ I, II, III. String bass -- %, I, 1I, ID%, III.

Bowing: legato, detache porte, detache,

Pizzicate: none

Ornaments: none

Tremolo: nore

Dynamics: p, mf, £, mf = , e , LTy T o

Rhythms: dJdotted rhythums.

Meters, Tempos and tempo changes: andante moderato, rit., 3/h,
Double-notes: 2nd violin - 3 2 1 3 h 1 2 2
2;m6, 1Em6, 2.P4, 2-M6, 3-mb, 1-F5, 1=-Mb6, 2-P5,

o] (¢]
1-P8, 2-mT, 2-m3, 1-Ph,

Viola «e

y Chords: none

Harmonics: advanced violin «- mid-string A. 1lst violin A -~ mid-string A and D.

Sims:?—gﬁ,v,~<2>9<:f.,>,n,x,/"\gr-‘\‘,. .

Vocabulary: ritenuto, Also see above. '

Comment: with the exception of the bass part which doubles the cello, each string
part is at least part of the time independent of the others, There is
no substitute viols part.

©
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@ String Critique = Page 2

Minuet
from "Berenice"

PARTICULARS:

The string players, to perform this work successfully must learn or have
learned to play with that wonderful, noble and singing legato that strings can
so well produce,

To help in the accomplishment of this, the fingering has been designed to
make possible smoothness and strength of execution and the production of the
vibrato with the greatest ease.

The bow must not be allowed to drift too far away from the bridge or a flat,
fuzzy quality will result,

Work on percussive and plucking finger act'on will help the accuracy and
clarity of the dotted rhythms,

Beginning to (1): ad7yanced vieclin and 1st violin A parts -- II and III positions
are much used it crder to keep the melody most of the time on
the D and G strings, to make use of the strongest fingers end
to avoid a weakening of the expression with the use of open
strings indiscriminately. This is true also of the lst violin
B part and the 2nd violin even though they do rot have the
melody. The lst violin C part uses only I and III position
but still for the reasons given above. The vioia parts
Tingering also uses much II and III position tut the use of
three strings (C, G and D) is necessary. To meet the fingering
requirenents given above, the celio part uses all of the first
four positions as well as an upward extension; and the string
bass part uses % position through III position.

To play the first two measures as indicated, the bow strokes
- must be begun by "leaning" into the string.

512 to 52): advanced violin and 1st violin A -- again, quite a bit of II and III
positions are used but this time mostly on the A and E strings.
Note the harmonic used to help bring off the "echo" 3 before 2,
1st wiolin B ~= ITI and YIX positions, D and A strings mostlye
1st violin C -~ doubies the uppermost violin parts for the lat
4 bars after (1). Mostly II position is used but also some
I and III. '
2nd violin -- considerable double-notes are present. These
should be learned by each player although the conductor may
really ?ind that dividing the parts is best for public
performance. Only one measure is out of lst postion (6 after 1=
IIT position).

Violg -=- the part also contains quite a few double-notes (see
immediately above). III and % positions are used.
Cello == continued use of I, II, III ard IV positions.

. String bass -- continued use of %, I, II and III positions.

{2) to the end: This section presents fewer difficulties than the preceeding
ones. The fingering is less complicated, Mid-string harmonics
are present in the 1st violin A and ¢ parts and a lst finger
extension in the lst violin A part.
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Minuet
from "Berenice"

B
~ 5
: moderate
Handel
Arr, Zemecnik
BRASS CRITIQUE

Bress part: present no umusual difficulty. Csare must be taken not to over balance
strings and to tune carefully, '

Breathe every four measures,

Watch all dynamic markings and articulations carefully,

"'WOODWIND CRITIQUE

First Clarinet - 6th measure after (1) use chromatic F#., U before (2) slide from
right D¥ to right C#,

Second Clarinet - Irn fourth measure, use chromatic B . Third and fourth measures
before (1) use chromatic B .

Bassoon - Play all Uth space G Use hslf hole on F#, G and G#.
Include pp key when using half

hole.

This number is difficult as it

hovers around the half hole range,

Oboe = Very low paxrt; would be difficult to pley low C#., Keep very open throat
(yavn) and very full support.

Flute - No comment. 'Flute parc is unusually low; could be taken up an octave,
PERCUSSION CRITIQUE

At 1 muffle on beats two and three. The second measure after 1,
indicates repeat the previous measure, Use medium hard stix,




EXPLANATION OF STRING TERMINOLOGY

Arco -~ with the bdow.
Am frosch -- at the frog or the heel of tle bow.

O o=
1. Legato arpegeio (different note for eech of 3 or 4 gtrings) -- bow moves
in the same direction for 3 or U4 notes and in a smooth arc (-\ or s
teking 1 note and 1 string at a time.

IR A 2t 4 asdaandi) ¥

2. Sautille”arpeggio (different note for each of 3 or L strings) -- bow moves
in & different direction for each note and string while springing as in
regular sautille.

3. Springing (saltendo, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Col1€ - the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simulteneously with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to pizzicato
except that the bow rether than a finger displaces the string.

Col legno -~ the atring is struck with the wood of the bow. The usual method is
to strike with epproximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
o required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
plecement requires.,

Démpfer -- the mute.

|

| , .

| Détache -- separate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bvowing is also known as the

i simple détaché to distinguish it from The veriations given below.

1. Grand ddtaché -- same as the above but using the whole bow for each ncte.

2. Accented dé'taché' -~ each bow stroxe begins with & sudden increase of' speed
and pressure but without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grend ddtacnd -- same as #2 above except that a whole bow is
used for each note.

L. Dgtac'né' ggrté’ -- gtroke begins with a slight swelling followed by & grad-
usl lightening of the sound (see portato). There may or msy not be &
small spacing between the notes but the impression should be that the

notes are slightly separated.

©
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String Terminology - page 2

pétochd - (continued)

5. Détachd lancé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like & marteld without the "pinch".

Extension -- placing & finger or fingers farther apart on ihe atring then their
normal placement.

Finger patterns -- the patterns of spacing dbetween fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means i2 3 kL,
2. 2-3 pattern means 1 23 4, The basic finger patterns
3. 3=l pattern means 1 2 3h.

k. Extended or All-whole-step or whole-tone pattern means 1 2 3 b, i.e.,
no fingers sre placed closely together.

5. 1''23 4 pattern indicutes the presence of an augmented 2nd between 1st
an‘i 2nd fingers (an extension) and & half-tone between 2nd and 3rd

fingers.

6. 12''3 L pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''4 pattern —- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their fuil configurations as were the "augmented second"
patterns (nos. &, 5 and 6 above).

Flautando or {leantato -~ indicates the production of a flute-iike tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -=- usually performed up-bow at the tip.

Frog -- a8 & bowing indication, it mesns that the player should usc ths hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
{balves, thirds, fourths, fifths, etc.)

1. Natural hermonics -~ produced by touching an open string.

2. Artificial harmonics -~ produced by touching a string shortenel by a
"stopping finger" (artificial nut).
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String Terminoiogy - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantegeous to do so.

Jeté -- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
, achieve the proper effect. ‘

"Link" -~ see "hook'.
Loure' -- gsee portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting end
strong.

1. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins =0 that the string will be "pinched" at the stert of the
stroke. After the "pinch" most of the pressure is released. The dow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- same &s simpie martelé except that the tone is held
out. An adequate amount of bow must be availabl;e for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martel executed with the whole bow.

Martelé attack -- see #2 and #1 under marteld above and also under "pinch'

Martellato -- this mesns either martélé or & bowing that sounde like a x_x_zgr_g_];e: ’
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonent-like beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with & plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of coptact -- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte notes performed on the same bow stroke.

Restez -~ remsin in the position.

Ricochet -~ the bow is dropped (or throws) ou the string and allowed to rebouad
meking possible two or more notes per impulse.

Saltando or Saltato -- & general term meaning springing, rebounding or bounced.

©
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String Termirology - page 4

Sautille - a springing bow stroke that obtains its effect through the natural

spring of the bow coupled with the correct motion of the bow hand and

ara. It can be executed from the lower 1/3 of the bow to somevhat
above the middle.

Son £41€ (spun tome) -- the long sustained tome. The best point of contact is
nearer the bdridge than it is with faster moving bew

stroxes. The player needs to match up the duration of
the tone with bow speed and sounding point., When the

proper relationships are achieved, the tone "spins out"
almost without effort. '

Smndgg_point ~~ 8ee point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same
tow direction.

Staccato -~ a genersl term meaning that the notes are shortened.

- 8 speci;ﬁ.c tern meaning to the string plsyer that a series of smail
martele strokes are to be executed on one and the same bow stroke.
Alzo called solid staccato and martelé staccato.)

1. Renid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato

except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccsto (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near emough to the
bridge so that 3 nasal glassy tone quality is produceq.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:

1.

Dots may mean any form of détachs or any type of staccato bowing.

2. Dashes may mean detachd or detache ports.

3. Dashes and dots combined mey mean detache lance » & modifried spiccato or
a modified marteld,

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccabo, flying spiccato, or ricochet.




String Terminology - page 5

SIGES (continued):

6. '{me ts or slur mark in conjunction with daches will mean portato
louré).

T. The stapie-sheped sign ( (™)) meens down-bow. This sign sometimes occurs
upside dowm.

8. The sign ( v ) mesns up-bow. This sign also occurs upside down in some
editions,

9. The comma or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1lift the bow.
11. The sign // means to stop or to 1lift the bow or both.
12. The sgn / over a note meeans fouette ~r whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.

16. The sige § indicates the use of the thumb to finger a note.

1T. Bow placement or the area of the bow to be used:

a. Fr. == near the frog of the bow.

b. M. =~ ne2r the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

a. L.1/2, L.1/3, L.1/4 -~ the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/28B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/h of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) =~ half position.
I = 1st position.
II -~ 2nd position.
IT% - intermediate position between 2nd and 3rd positions.

ete.
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Absolute rusic

Aria
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale
Chorale-~prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantssia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

‘association with anything outside of itself.

A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or originel ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of & concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to ore.toﬁc;
biblical text is often used. :

Congregational hymn of Lutheran church.

Elsboration of the chorale played before the singing.
Form of the symphony (4 wovements).

Clavier hit by taxfgent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played cutdoors. Usually hes
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contraepuntal composition in 2 or more pa.rté.

A series of notes consisting o a fundamental (the lowest
pitch) and one or more upper pertials, variously called
harmonics or overtones. '




Harpsichord
Impromptu
Ianvention

Kappellnelister

Lied (pi. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffe
Oratorio
Partisl
Partite

Passion
Polyphony

Polytonality
Prelude |
Programme muslic

Recitative

Requiewm
Rondo

Scherzo

Digest Termirology - page 2

Clavier with strings struck by . quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Noblemsa.
Germen art song.

Leading theme in a symphony; in opera tagging e';rery
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Hember of the 15th - 16th century German guilds for
cultivation of misic and poetry.

Bagpipe - aiso movement of a suite.

Comic opera.

Drama sung but not staged, costunmed or acted.
FTirst tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
t+o melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that telle a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
end rhythm to dramatic speech tThan to song.

Mass for the dead.
Last movement of concerto or symphony.

Literslly a "joke." 3rd movement of a symphony.
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Sonata-allegro form A exposition
‘ B development
A recapituiation

" Suite Set or series of French darces.

. Symphony Sonata for orchestra in 4 movements:
1. sonata~allegro L

2. slow ' N B

3. minuet or scherzo

4. rondo

~ Tonality A system in which all tones gravitate to a certain totié.

- Virtuoso Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was It
Spared from the devastating Thirty Years Wer and aided by aa artisiic and waa;i§;
eristocracy, this was virgin territory for a musicsl revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music hed been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovatinns in Moute-
verdi's operas became the substence of Baroque music.

The Baroque law of tonality was almost as solid as the law of graviiy. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
heme note of the plece. Almost all musical forme of this era were based on this
law. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored iratrumental forms of this era were:

1. The Sonata - one solo instrument with plano as partner
2. The Concerto =~ one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly encugh he is remembered for his oratorios which
were a natural trensitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and
coercive. The new attracted him and the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian
architectural constructions. Famous examples of Baroque art are Bernini's Dove
above the alter of St. Peter's, Louis XIV's Chateau of Versailles, and the master-
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft .
gilded bronze to simulate gold, and never - ied a simple form if a complex one could
serve.

Note the roincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
wosks of Bach or Handel, and the epic creations of Rubens or Milton.




GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berliin

d. London, England 13 April 1759
Handel's father was a barber-gurgeon who insisted that his son study law. However,

his father reluctantly gave permission to his son to study music when his obvious
misisal genius was shown. He studied, played the organ, and began to compose

.masic.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly cailed
"fme Saxon" by the Ttaliens. When he was Kapellmeister in Hanover he made his
rirst trip to London taking with him his new opera Rinaldo in Ttalian style. It
sstablished Handel's reputation in London. He was forced to return to Hanover
but it wasn't long before he again asked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonable
period.” This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became Ceorge I of Englend. The
story goes that only when Handel wrote the celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or so the audiences were surfeited with Itaiian opera.
Finally acute boredom broke the tradition and even though Handel reorganized the
Academy and would not accept defeat, the Italien opzra style had lost its audience.

Tt was thus out of necessity that Handel turned to a new form, the oratorio, snd
for this the musical world has been very grateful. His most famous orstorio The
Messiah (vhich had been feverishly composed in twenty-five days) was first pre-
sented at & charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,
chorus and orchestza, of & text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of

. the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-
ences: Handel never married; Bach was & happy femily men. Bach remained a modest
German subject; Handel became a distinguished English citizen. Bach was buried
in & small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote music to satis{y himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only a small fraction of their creative accomphish-
ment ie known to the public today.

e a—— —— - ————— —— — ——— —— — ———— ——————  — — A— n——— —




Handel - page 2

Handel wrote over 43 Italien operes but none survived. His other works

include:
21 Oratorios - The Mesgsiah
9l Cantatas
2 Passions

12 Violin or flute sonatas
12 Concerti Grosso

20 Organ concertos

12 Concertos for sirings
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Royal Fireworks Music

easy
Handel
arr. Philip Gordon

In his capacity as the unofficial national composer of England, Handel vrote the
Royal Pireworks Music. This pusic was commissioned to accompany & magnificent
displey of fireworks plemned for April 1T, 1748, as a celebration of the Peace
of Aix-la-Chapelle bringing an end to the War of the Austrian Succession. The
getting for the fireworks, a long wooden building, was erected in Green Park,
London. The music was first composed for a band of one hundred wind instruments
but leter Hendel used fewer winds and added more strings. An interesting result
of the evening was & big fire vhen the fireworks set fire to the wooden buildiang.

Handel wrote the music with an 6verture and five short pieces. This arrangement
by Philip Gordon includes only the gecond of the two minuets, meking & stately
conclusion to the music.

The arranger, Philip Gordon, is & former music teacher who holds e Fh. D. from
Columbia University. Mr. Gordon has been on the faculty of the Chicago Musical
College, Seton Hall University, and the Princeton. New Jersey, Westminster Choir
College. He has written numerous band, orchestra and chorus compositiong for
public schools in addition to his many arrangements. At the present time he is
& member of the heard of diractors of the New Jersey Chapter of the American
String Teechers Assor:iation.

The recording is made by the Vienna State Opers Orchestra, conducted by a noted
Swiss conductor, Edmond Appia.

Side 1 Band 6




Firework Music

easy

Handel
Arr. Gordon

STRING CRITIQUE
GENERALITIES

Finger Patterns, Extensions and Contractions:
1st end 2nd violins =~ 1-2, 2-3, 3-k.
Viola =- l-2, 2-3.

Cello -~ lowered extensions,
String Bass -- none

Positions:
1st violin «- I, III
2nd vioiin -- I, II, III
Viola ~-- I, III
Cello -- I, II, III, IV
tring Basg -~ I, II, III

Bowing: Detache, grand detache, accented grand detache, detache porte,
accented detache.

PFizzicato: With right hand.

Ornarents: None

Tremolo:  None

Dynamics: ££, £, mf, D, PPy &L = , crescendo, diminuendo.
Rhythms: No difficulties.

Meters, tempos end tempo changes: 3/4 meter, moderato, rallentando, Grandioso,
ritardendo

Dovble-notes: 1st and 2nd violin -~ None Cello end String Bass ~-~ None

Viole - o-78
Chords: None gecrg <= —=xme 209 Ny ¥,
Hormonics: Cello -- mid-string G. Other perts none.
Signs:

Vocebulery: Moderato, Grendioso, Pizzicato, Arco, Crescendo, diminuendo,
rallentando, ritardando.

Cormepts: Bass doubles cello throughout., Intonation and ensemble between the

gections should be cerefully checked. Style is mostly marceto with
very little legato.
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PARTICULARS

Beginning: 1st violin -- the accented halfenote, down~bow, and the quarter-note,
up=-bow, should both be pleyed with & WB but the quarter-note must be
pleyed quite lightly in comparison to the half-note to evoid a misplaced
accent.

The other parts pley the half with an accented grand detache stroke.
Viola -~ use 3rd position to gain the advantage of stronger fingers and
Yo insure an appropriate tone. '

String Bass -- use 2nd position to avold inappropriate use of the

open G string.

Messwr2 3: let violin -~ stay in the lower half of the bow.
Other parts -- see lst violin note for Begiuning.

Messuree 3, U and 5: L lower parts -- accented querter-note, WB; unaccented, 8.

Measures 5 and 6: lst violins should mske sure their bows sre in the upper -
helf for the last 2/3's of measure 6. Using more bow on the
accented notes and less on the unaccented will bring this about.
This is important in crder to start the half-note 1 measure
before (1) at the tip.

yessure 6 and following: 3rd position used in the lst violin pert to meintain A
string quality.

3 bafore (1): Hcoking the quarter-notes will meke possible a down-bow on the lst
8ih~note 1 measure before {1) in the cello and string bass parts.

Memsure 8: lst violin should use eccented detache in the U.H. of bow.

2 zefore (1): 4 lower perts should ase accented grand detache bowing.

it): A1l parts -- pizzicato should have solid round quality. Use vibrato.

* o svroune.

2 vefore (2): II position used in the 2nd violin part to prepare with an easy
half-tone shift the pessage begianing at (2).

(2): The 2nd violin passage beginning here needs to be in 2nd position to avoid
the all-whole-step (extended) finger pattern and to achieve a consistent
quality of tone.
1st violin should use detache porte bowing in the U.H. of bow.

Viola, ceilo and string bass -- using the hooked (iinked) bowing will help
insure an appropriate accentuetion. Use WB (2/3 for half-rote; 1/3 for
querter-noie).

3 ufher (2): IIT position in the 2nd violin part to evoid raw "open A" sound and/
or awkward string crossing.

I, tofore {4): Cello and string bess ~- play the half-note with e WB and the next
note with a ¥B. The notes following should be pleyed with more and
more bow until the forte is reached. At that time, the bowing should
be accented grand detache.
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PARTICULARS (continued)

(4) and efter: 1st and 2nd violin -- very smooth and clinging deteche for 2
MEBSUYES o
ond violin =~ III and II positions used to obtain an appropriate
and ccnsistent tone quality.
Viola -- at first son file bowing but after tic lst U measures
the 1lst violin comment immediately above will apply.
Cello — I11 and II positions used to maintain the D and G string
tone color.
Cello and string bess -- half-note, WB; quarter-note, AB; quarter-
note {cresc.), WB; accented querter-note, WB; tied quarter-notes,
WB. The accents here should be of the "vibrato type." ILean on
them but don't smash!

3 sad b after (4): The bowing for the lst and 2nd violins is an alternation of
legato and semi-spiccato within the lower half of the bow.

(6) o (1) end (7) to (8): Piano-crescendo-forte demands the use of little bow at
tirst gradually increasing to whole bow astrokes.

Pinel note: May need an extra bow {up-bow) to maintain volume during the fermata.




Royal Fireworks Music

easy
Handel
arr. Philip Gordon

BRASS CRITIQUE

Brass parts present no particular difficulty technically, but attention must be
paid to tuning and stylistic problems. All accented notes should be scparated from

each other. No vibrato throughout. All players must agree on release points;
i.e. in opening, all should release at beginning of 3rd beat. Observe dynamics

carefully of course.

WOODWIND CRITIQUE
-
Bassoon ~ Finger lWth space G /7 p -

PEREUSSION CRITIQUE

- the first U measures must end on beat 2, not on beat 3 with the wood-
vind and let violin. Medium hard or hard sticks will improve the clarity of the
16th notes. The snare drmm and bass should be used in the absence of timpani or

to increase the volume.




EXPLANATION OF STRING TERMINOLOGY

Arco -- with the vow.

Am frosch -- at the frog or the heel of the bow.

QO o= .

1. Legato arpeggio (different note for each of 3 or 4 strings) -~ bow moves "
in the same direction for 3 or b notes and in a smooth arc (—\ or J) '
taking 1 note and 1 string at a time.

2, Sautille” arpeggio (difrerent note for each of 3 or i strings) -~ bow moves
in & different direction for each note and string while springing as in
regular sautille. o

3. Springing (saltando, ricochet or jetd) arpeggic -~ same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -~ at the frog or the heel of the bow.

Colld -- the string is approached from the air and "pinched" 1lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
exzept that the bow rather than a finger displaces the string. %

Col legno -~ the siring iz struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well ac the stick. :
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the ;

required quaiity of tone.

Contraction -- placing fingers closer together on the strings than their normal
rlacement requires.

Dampfer -- the mute.

Qef_i_:gc_y_e_'_ -~ geparate smooth bow strokes, one for each note, with no variation in I
pressure 'ana 20 bresk between notes. This bowing is also known as the
simple d€tachd to distinguish it from the variations given below.

1. Grand ddtaché -- same as the sbove but using the whole bow for each note.

2. Accented de'tache" -- each bow stroke begins with a sudden increase of’ speed
and pressure but without "pinching" the string sharply as in martele --
no separaticn between the notes.

3. Accented grand adtachd -- seme as #2 above except that a whole bow is
used for each note.

4. pétaché portd -~ stroke begins with & slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be &
small specing between the notes but the impression should be that the

notes are slightly separated.




String Terminology -~ page 2

pétaché -- (continued)

5. Détaché lancé -- & shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be &
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelé without the "pinch".

Extension -- plecing a finger or fingers farther apart on the string than their
normal placement.

Tinger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4. .
2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-i pattern meuns 1 2 3%,

L. Extended or All-whole-step or whole-tone pattern means 1 2 3 U, i.e.,
no fingers are placed closely together.

5. 1''23 I pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 b pattern -~ augmented 2nd between fingers 2 and 3; half-step
batween fingers 1 and 2.

T. 1 23''4 pettern -- sugmented 20d between fingers 3 and I; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Mautando or flautato ~- indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouettd (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up~bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones pr-~duced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -= produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
stopping finger" (artificial nut).
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"Hook" -- atteching one or more notes to the same bow stroke. This usually ap-
plies to noteg that would be pluyed with separate bows if it would be

advantageous to do so.

Jete' -= gee ricochet.

Legato -~ smoothly slurred notes.

Lifted bosstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"ink" -- see "hook".
Loure' -- gee portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start cf the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

« 2. Sustained merte?.,ei ~~ game 83 simple narteld except that tbe tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerebly slowed after the martelé attack ("pinch").

3. Grand merteld -- the simple marteld executed with the whoie bow.

Martelé attack -- see #2 and #1 under marteld above and also under "pinch".

Martellato -- this means elther martélé or a bowing that sounds like a ma.r__j;__e_.'l_._e_'_.
i{.e., in a martelé style.

"pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved,’resulte in a consonant-like beginning of a tone. This is the
nartele atteck.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which band is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (meno

sinistra).

Point of comtact -- the place on the string at which the bow is placed.

Portato (Llouré) -- two or more detache gorte' notes performed on the same bow stroke.

Restez =~ remain in the position.

Ricochet =~ the bow is dropped (or thrcwn) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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ga_._t_t_t..__i_}_lgf -- & springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son r11d (spun tone) -- tiue long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. Wuhen the
proper relationships are achieved, the tone "spins out”
almost without effort.

Sounding point -~ see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes piay2d in the same
bow direction.

Staccate -- a general term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Alsc called solid staccato and mertelé staccato.)

1. Rapid or nervous staccato -- executed bty a very rapid oscillation of ¢he
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying stacceto (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detaché or detache porte' .

3. Dashes and dots combined may mean detache' lance , & modified spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legeto).

5. The tie or slur mark in conjunction with dots will usually meen staccato,
flying staccato, flying spiccato, or ricochet,

Aruitoxt provided by Eic:

ERIC

oo —- : ) N A e A S N T R o i LT



String Terminology - pege 5

SICNS (continued):

DR S

6. %he tg or slur mark in conjunction with dashes will mean portato
loure).

7. The steple-shaped sign ( ()) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comme or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes alsc means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1ift the bow.
11. The sign // means to stop or to 1lift the bow or both.
12, The sign / over a note means fouctte or whipped bowing.

13. The point or wedge ( y ) often meana martele or a martellato execution.

1, The sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a&. Fr. == near the frog of the bow.

b. M. ~~ near the middle of the bow.

¢c. Pt. or tip. == near the point or tip of the bow.

do Lol/2’ Lol/3’ Lol/ll' bt the lower 1/2, 1/3’ 1/1" Of the bo"o

e. U.1/2, U.1/3, U.1/4 ~- the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, ete., means to usc a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) - half position. -
I ~ 1st position.
II -~ 2nd position.
I% - intermediate position between 2nd and 3rd positioms.
ete.

ERIC
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Absolute music

Aria
Atonality

Avant garde
Cadenze

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata |

Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music thet has no admitted

association with anything outside of itself.

A song for one or more voices.
No key used.

Pertaining to those in the arts who creste, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, czatata is to ¢ratorio;
biblical text is often used.

Congregational hyma of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (U movements).

Clavier hit by tangent - usually L. octave renge.

Iny keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Barogue era.

The combingtion of 2 or more independent perts in a
harmonious texture.

Light music; generally played outdoors. Usually hes
more than 4 movenents.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper pertiials, variously called
harmonics or overtcnes.
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Baxrpsichord
Impromptu
Invention

Kappellmeister

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partite

Passion

Polyphony

Polytonality
Prelude
Programme music

Recltative

Requiem
Roendo

Scherzo

Lied (pl. Lieder)

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mess of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comi': opera.

Dreams sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention

to melodic value of each part.
Use of several keys or tonalities at same time.

Introductory movement.

Music that t:lls a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch

and rhythm to dramatic speech then to song.
Mass for the dead.
Last mcvement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

H
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.
Sympaony Sonata for orchestra in 4 movements:
1. sonata~allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.

©
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Absolute music

Aris
Atonality

Avant garde

Cadenza

Canon

Cantats

Chorale
Chorale~prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In conirast to programme music - music that has no admitted
asgociation with anything outside of itgelf.
A soang for one or more voices.
No key used.

Perteining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo rassege
toward the end of a concerto.

A device of imitation by one meliodic line of another.

Like short story is to novel, cantata iz to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent ~ usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass iine in Barogue era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played ovtdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention

Kappellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mestersinger’

Musette - -
Opera. ‘Buffe
oratofio
Partial
Partitae

Passion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clevier with strings struck by quills.

Spontaneous music.

Short two-voiced clavier pleces.

Director of music to & Prince, King or Nobl'éman 4 ,.'

German art song.

Leading theme in a symphony; in opersa tagging every
character with a musical label. .

P

Part of the Ordinary Mass of Catholic church.

,I@einber of the 15th - 16th century German guilds for
" eultivation of'-r;msic and poetry.

.
.

<.
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Bé.gpipe - algo fiovement of a suite.

Comic .'iqﬁéra. )

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.
A

Stylé' of writing where composer pays perticular attention
to-gelodic velue of each part.

Use of several keys or tonalities at same time.
Introductory movement,
Music that tells a story, paints 8 picture or sets a mood.

A style of singing that is more closely related in pitch
end rhythm tc dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony.
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- Sonata-allegro form A exposition
: B development %
A recapitulation i

Suite Set or series of French dances.
. Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuvet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country

vhich produced the Renaissance art harbored at the same time the seeds of its
gsuccessor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Row the declamation of the words and
the music were combined in an unheard of balance. These new innovatians in Mooto
verdi's operas became the substence of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simpiest form, called ABA, the music began in one key, moved to another
and then roturned vo the original key.

The favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partmer
2. The Concerto - one instrument or a sclo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Renaissance wvith harmonies
of the new Baroque

0f the vocal forms of the Baroque Era opers prospered the most. Handel alone wrote
forty Itulian operas; but oddly enough he is remembered for his oratorios wiilch
were a natural tronsitional form from the opera. Major new church misic forms were
developed including the oratorio, the passionm, and the cantata.

The Baroque artidt frowned upon strict form and hermony as being too narrow and
coercive. The new attracted him end the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, ceme largely from Italian
architectural construccions. Famous examples of Baroque art are Beranini's Dove
sbove the altar of St. Pster's, I s XIV's Chateau of Versailles, and the master
pieces of tha Flemish painter, Ru . These artists sculpted stoac t¢ lock "soft,
gilded bronze to simulate gold, and .2vsr used a simple form if a complex one coulc

. 8erve.

Note the coincidence of Baroque music, elaborate art, lustrous court 1life, a
violinist 1ike Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubens or Milton.




Barogue Era - page 2

Musi~ians in Baroque Era

Corelli Virtuoso cn violin

Vivaldi Prolific composer of concerti (500)

Tartini _ Master of violin; wrote over 100 violin sonatas
Purcell Best known Bavoque composer in England
Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Heandel Composer of The Messiah

ERIC
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GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's father was a barber-surgeon who insisted that his son study law. However,
his father reluctantly gave permission to his son to study music when his obvious
msical genius was shown. He studied, played the organ, and began to compose
masic.

In 1706 Handel left for a tour of Italy. He was well~-liked and lovingly called
"The Saxon" by the Italians. When he was Kapellmeister in Hanover hz made his
first trip to London taking with him his new opera Rinaldo in Italian style. It
established Handel's reputation in London. He was forced t- return to Hanover
but it wasn®t long before he again asked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonable
period." This reescnable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The
story goes that only wher Handel wrote the celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or sc the audiences were surfeited with Itelian opera.
Finally acute boredom broke the tradition and even though Handel reorgenized the
Academy and would not accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and
for this the musical world has been very grateful. His most famous oratorio The
Messiah (which had been feverishly composed in twenty-five days) was first pre-
sented at & charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,
chorus and orchestra, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-
ences: Handel never married; Bach was & happy family man. Bach remained a modest
German subject; Handel became a distinguished English citizen. Bach was buried
in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both chare the same fate - only & small fraction of their creative eccomphish-
ment is known to the public today.
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Handel wrote over 43 Italian operas but none survived.

include:

21 Oratorios - The Messiah
9l Cantates '

2 Passions

12 violin or flute sonatas
12 Concexrti Grosso
20 Organ concertos
12 Concertos for strings

Handel -~ page 2

His other works




Mugette
from Concerto Grosso No. 6

in G Minor
B
7
moderate
Handel
arr. Matesky

This Musette completed in 1739 is one from & set of 12 of the =ost celebrated of
all of Handel's concerti grossi. Musette can mean a begpipe and for this reason
the movement of the concerto grosso where & wondrous melody rises above a sus-
tained drone in the basses (like a bagpipe) is called Musette. This is Jjust one
section or movement of the plece.

A corcerto grosso was & populer form in the 1Tth and early 18th centuries used
by Vivaldi and Handel. It is a composition for orchestra in several movements

generally with passages for a group of solo imstrumonts to form & contrast with
the tutti.

The arrenger, Ralph Matesky, is a nationally known conducter, adjudicator,
clinician, composer and author. He is preseatly Associate Frofessor of Music at
the University of the Pacifie, Stockion, California. He ig comductor of the San
Joaquin Youth Orchestra.




Musette

B
7
Mod.
Handel
Arr, Matesky

STRING CRITIQUE

GENERALITIES:

Finger Pstterns, Extensions and Contractions:
1st violin == ext., 1=2, 2-3, 3-4; extended 4th finger.
ond violin -- ext., 1-2, 2-3, 3=h; extended 4th finger.
viole == ext., 1l-2, 2-3, 3=k,
Cello -- lowered extensions.
String bass -- lst finger extensions and use of 3rd finger.

Positions: 1st violin -- I, II, III, IV,
ond violin -- I, II, III, IV.
Viola -- I, 1I, III.
Cello ~- I, II, III, IV. '
String bass == %, I, II, II%», III, IIT%, IV.

g

Bowing: Legato, linked gnd unlin}ed detache lance, detache, portate, hooks,
detache porte, ;,“E r‘ > 'E? , martele, accented detache.

Pizzicato: None

Ornements: trills - {1lst violin -- 2nd & 3rd fingers),
mordent ,

Tremolo: None

Dynamics: p, Ep, mfy, £y =T .

Rhythms ﬁj ci , scotch snap (lombard rhythm).

Meters, Tempos and tempo changes: larghetto, 374, poco ritardando.
o 1l 3 © o

Double-rotes: Viola == 0=P5, c-mb, 0-FC, L-M2, 2-M3,

Chords: None
Harmonies: 2nd visliin -- mid-string D.
51@33;8/‘ \.../9”’\"’\.:‘97’(::,./‘\.’9 o0 )J) J’-] -——q N
4 > ’ , \*; ’ ' 2 ’ ' )]
Vocabulary: Musette, larghetto, mezzo forte, trill, appoggiatura, segno, Dal
Segno al fine, piano, crescerdo, forte, mezzo piano, poco ritardendo

e fermata, mordent.

Comment: Bowing, particularly in the ist and 2nd viclins presents the greatest
difficulties.

PAFulText provided by ERIC
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PARTICULARS:

Beginning to (25):

(25) to (3k):

(34) to (57):

String Critique -~ Page 2

Musette

1st violin - tone should ve sustained, full, rich, vibrant

and as much on the Gestring as possible, More daring and

sble players might w21l play this meiody ail or. the G-string

instead of moving to the D string in measures 5 and 11, Be

sure the 16th notes ere timed correctly and are expressive,

2nd violin ~= the same comments on style apply.

Viola == again, the same comments as to style apply.

The separate quarter-notes are hooked (portato) to the

following ties to keep the quarter-note from being too loud

because of the urequal durations. The indication for solo at

(14) is apparently in refcrence to the viola section as a

whole, not one player only unless truly necessary. I1II

position is used after 14 for tonal consistency.

Cello == III position in measures 6 and T to keep on ithe

G-string. .

String bass -~ II, II% and IV positions used. Some bass

players with large and/or very flexible and strong hauds

may be able to extend for the F—»> Ay minor third.

1s€'violin == ° play this section all on the
string, '

2nd violin -- III position used to keep tone consistent

and avoid an awkward string crossing in measure 39.

Viola -~ easy double=notes in measures 32 and 33. Use care

to make the open strings sound well.

Cello -~ III position to stay on the D string.

String bass ~- II position G to avoid an accent on beat 3

of measure 32,

1st violin -- III position beginning in measure UQ to stay

on the A string. III and II positions in measures 47 and U8

to stay on the C-string and to use stronger fingers.

2nd violin -- III position in measure 35 to make the A (a

leading tone) tunable; in measures 38, 39, 40, ik, L5, 46

to stay on the D string. II position in measures 52 and 53

to stay on the D string. ‘

Viole -~ III position in measurgs 39 and %0 to keep & con-

sistent quality of tome - II position for the same reason.

The bow recoveries after (43) must be done with close

attention to perfect ensemble. The bow should not be lifted

until the last instant before the new down-bow begins.

Quarter-notes with dots - detache lance, but with very little

actual separation. Use U.X of bow.

Cello -- II and III position used to keep the tone as smooth

_and consistent as possible. For recoveries, see Viola

comments immediately above., Quarter notes with dots - detache
lance with little scparetion.

String bass -- sonffile in measures 36 to 39, II% position

et (43) to allow Ey, and Ay to be played in the same position.
Quarter notes with dots ~ see Cello comment.
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Musette
from Concerto Grosso No. 6
in G Minor

moderate
Handel
arr. Matesky
BRASS CRITIQUE

In measure 4, insist on good blend between horn and trombone. Nctes should be
almost connected, soft, but with "round" tone. Check octaves for good intonation.

§ In measure 7, insist on accurate subdivision of rhytim in the two trumpet parts.
No vibrato in any of the brass.

In measure 21, agk for chorale style - long notes, sustained and only very slight-
ly separated.

In measure 62, insist on accurate subdivision of rhythm. Trumpet should be pre-
dominant sound over clarinet and 2nd violix.

Accents in measure 86 must be subtle, not heavy.

In measure 93 insist on steady tempo and light articulation.

Proa 83 on to end, be sure that brass does not prelominate. Keep in balance.
WOODWIND CRITIQUE

Clarinet - The parts are easy until (93) vhen 16th note passages in 1s% clarinet

pose some problems. Aside from prectice the only fingering eid would be to use

the Q O M N fingering for C at (111) for 2 measures. Clarineis should listen to
strings and match articulation style.

) Bassoon ~ Finger 3rd space £ in openiug passage for stability. . - . < 8‘
\ Finger all bth space G. sl (72) use little finger A bbefore B, 2

L, : - >

: o

Oboe - Use Fork F fingering before and after E as in first bar. Measure (39) is
a difficult entrance. Use du cr da and open up throat.. Be sure to use Fork F ot
this point. At (83) if oboe has slternate left hand F key, use it; otherwise, lots
of luck! After (81) the oboe part became & can of worms. This will take many

hours of work.

Flutes - Long phrase in slow movement will require economical use of breath. Mark
~ in Sreath marks. (81) begins difficult area for flute. Breath and fingers are
botn a problem. (93) is too difficult. If piccolo is available have it play the
part as written (not 8 va) and it will sound an octave higher. Fingering will be
more simple. lst flute should play same level as 2nd flute in this case.

s e s




Musette
from Concertc Grosso Ho. 6
in G Minor

. :" "4""*:.*<’.-,‘ '(
!

FERCUSSION CRITIQUE

Measures i-b; 7-10; 19, 20; U5-48, the timpanist should try to match the pitch and

phrasing of the low brass and low strings. Measures 33; T3, the timpanist should

. match the rhytim of the brass., Measure 81 the pitches C and fourth space G are

{ndicated. Care should be tsken in tuning the G. This is a whole etep abtove the

range of a 25-inch timpani. On some timpani the head will not tune to the htr

soace G. It will always have a thin tone quality. A 23-in. timpani should be
used, or the interval inverted if the quality is undesireble.




EXPLANATION OF STRING TERMINOLOGY

i Arco -- with the bov.
3  Am frosch -- at the frog or the heel of the bow.

. 0 ==
] 1. Legato_orpeggio (different note for each of 3 or b strings) -- btow moves

in the ssic direction for 3 or 4 notes and in a smooth arc (-\ or J)
taking 2 note and 1 striug at a time.. ,

2. Sautille’arpeggio (different note for each of 3 or L strings) <= bow moves
in & different direction for each note and string while springing as in
regular ssutille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same c3 #1 above
except that the bow springs.

Au chevalet -- at tke tridge (see sul ponticello).

Au talon -- at the frog or the heel of the how.

Colld -- the gtring is approached from the air and "pinched” lightly with the
bow. The tone i8 sounded simvltaneously with the "pinch" and the bow
is lifted from the string immediately. It is similer to pizzicato
except that the bow rathcr than a finger displaces the string.

B Col legro -~ the string is struck with the wood of the bow. The usual method is
o to strike with approximately half the hair as well as the stick.
- 3 The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their pormal
placement requires.

%  Dampfor -- the mute.

{. ; Détache =- sepsrate smooth bow strokes, one for each note, with no variation in
~ pressure 'and no break between notes. This bowing is also known as the
simple ataché to distinguish it from the varistions given below.

1. Grard dftachd -- same as the ahove but using the whole bow for each note.

2. Accented détaché’ ~- each bow stroke begins with a sudden increase of. speed
and pressure but without "pinching” the string sharply es in martele -~
no separstion between the notes.

3, Acce ted grand ddtaché -~ same as #2 above except that a whole bow is
usged for each note,

i, DEachd ngrte:' —- gtroke begins with a slight swelling followed by a grad-

wal lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.

PAFullToxt Provided by ERIC
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String Terminology -~ page 2

pétachd -- (continued)

2. détachd g,_pce' -=- 8 ghortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither acceated nor
svelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers farther spart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the leit hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1, i~2 pattern means-12 3 ::
2. 2-3 pattern means 1 23 The basic finger patterns
3. 3-I pattern means 1 2 3k. }

4. Extended or All-whole~step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1''23 L pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 L pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 123" pattern -- augmented 2nd between ﬁngera 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possidble but practical and are in-
dicated with their full configurations as were the "augmented second'
patterns (nos. 4, 5 and 6 above).

Flautando or flamtato «~ indicates the production of a flute-like ton. ~~complish-
ed by bowing lightly and with speed over or near the
edge of the firgerboard.

Fouette (vhipped bowing) -- the bow strikes the string suddenly and sharply afte.
being barely lifted from the string to begin the
stroke ~=- usually per. ormed up-bow at the tip.

Frog -- a&s a bowing indication, it meens that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(balves, thirds, fourths, fifths, etc.)

1. Natural harmonlcs -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
gtopping finger" (artificial nut).




String Terminology ~ page 3

"Hook" -- attaching one or more notes to the ssme bow stroke. This usually ap-
plies to notes that would de played with separate bows if it would be
advantageous to do so.

Jetd - see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string te
achieve the proper effect.

"Link" -- see "hook'".

Loure' -- gee portato,

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple narteld (usually Just martelé) -- bow pressure is set before the
Tone begins so that the string will be "pinched” at the start of the
gtroke. After the "pinch" most of the pressure is releesed. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

W, T A T
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2. Sustained martele - seme as simple marteld except that the tone is held
out. An adequate amount of bovw must be available for the note {;n question.
The bow is considerably slowed after the marteid attack ("pinch").

3. Grand marteld —- the simple mertelé executed vith the whole bow.

Martele' attack -- see #2 and #1 under marteid above and &lso under "ginch" .

Martellsto -- this means either martéld or a bowing that sounds like a martelé,
i.e., in a martelé style.

"Pinch" -- the pressure epplied to the string with the bow which, when the bow is
" moved, results in a consonant-like beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications ag to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and M.8. (mano
sinistra).

Point of comtact -- the place on the string at which the bow is placed.

Portato (loure) -- two or more detache p_grte' notes performed on the same bow stroke.

Restez -~ remain in the position. -

Ricochet -- the bow is dropped {or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato =- & general term meaning springing, rebounding or bounced.

©
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String Terminology - page U

Sautille -- a springing bow stroke that obtains its effect throughk the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle. :

Son ei1d (spun tone) -- the long sustained tone. The best ,oint of comtact is

nearer the bridge than it is with faster moving bow |
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.
The flying spicceto is & series of spiccato notes played in the same
bow direction.

Staccato -- a gensval term meaning that the notes are shortened.

-- & specific term meaning to the string player that a series of small
marteld strokes ar to be executed on cne and the same bow stroke.
(Aleo called solid staccato and mavtelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oacillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato ~- performed in the same mamner as the solid ataccato
excent with o Iizhtaw nrassure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near endsugh to the
bridge so that a nasal glassy tone quality is produced.

Sul taato. sul tastiera, or sur la touche -- see flautando.

]

IGMS:

- -‘ 1. Dots may mean any form of détaché or ary type of staccato bowing.

2. Dashes may mean ;leta.che' or detache poz'te' .

3. Dashes and dots comvined may mean detache lance , & modified spiccato or
a modified martele., '

L, The tie or slur mark wiil mean either to tie the notes or to slur the
notes (legato). ‘

S. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

9. %’he tée): or slur mark in conjunction with dashes will mean portato
lourée).

7. The staple-shaped sign (™)) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) meaus up-bow. This sign also occurs upside down in some
editions. '

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the alr to the frog. ‘

10. The sign, ) , means to lift the bow.

11, The sign // means to stop or to lift the bow or both.

12. The sign / over a note gpeens fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato =xecution.

1%, ‘e sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ¥ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used: |
a. Fr. ~- pnear the frog of the bow.
b. M. =~ near the middle of the bow.
_ ¢. Pt. or tip. -~ near the point or tip of the bow.
hl d. L.1/2, L.1/3, L.1/4 == the lower 1/2, 1/3, 1/4 of the bow.
e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/4 of the bow.
£. WB, 1/2B, 1/3B, 3/uB, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of “he bow, 3/4 of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as follows:

(%) ~ half position.
I « 1lst position.
II -~ 2nd position.
ik - intermediate position between 2nd and 3rd positionms.

ete.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was It
Spared from the devastatiug Thirty Years War and aided by za artistic and waalaga'r
aristocracy, this was virgin territory for e musical revolution. This same country

which produced the Renaissance art harbored at the saeme time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Munto -
verdi's operes became the substence of Baroque music. ‘

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
home note of the piece. Almost all musical formes of this era were based on tris
iaw. In simplest form, called ABA, the music begun in one key, moved to another
aud then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonets - one s0lo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Barogue

0f the vocel forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Italian operes; but oddly enough he is remembered for his oratorics which
vere & natural transitionsl form from the opera. Major new church music forms were
developed including the oratorio, the pasaion, and the cantata.

The Baroque artist frowred upon stricet form and harmony as being too narrow and
ccercive. The mew attracted him and the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Baroque, mesning grandiose and resplendent, came largely from Italian
architectural constructions. Famous examples of Baroque art are Bernini's Dove
above the altar of St. Peter’s, Iouis XIV's Chateau of Versailles, and the master-
pieces of the Flemish painter, Rubens. These ertiste sculpted stone to look "soft,
gilded bronze to simulate gold, and never used a simple form if a complex ome could
serve. . '

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsmen like Stradivarius, the aublime sacred choral
works of Bach or Handel. snd the epic creetions of Rubens or Miiton.

*
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Musiciang in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prclific composer of concerti (500)

Tartini | Masier of vioiin; wrote over 100 violin sonatas
Purcell Best known Baroque composer in England
Buxtehude Orgenist: Bach's idol

vionteverdi Italian opera composer

Bach, J. S. Mester of the Baroque

Hendel Composer of The Messiah




DIETRICH BUXTEHUDE

b. Eleinore, Sweden 1637
d. Luedeck, Germany 1707

Students of Bach remember how that great man walked to a neighboring village to
hear the famous organist, Dietrich Buxtehude. A great power of inventicn, a gift
~ at /ariation and embellishment, mastery of keyboard technique, attention te
 detail: these were all evident in Buxtehude's great organ music. His repertory

for the organ included chaconnes, fantasias, fugues, passacaglios, toccatses and
. chorale preludes,

Porn in Elsinor. , the site or Hamlet's castle, Buxtehude was first taught by his
~ father, an organist himself. His life was surprisingly simple, s scries of
 orgen posts. Mnally he accepted the position at Luebeck where he stayed forty
. years. It was to Luebeck that Bach went to hear one of Buxtehude's famous
. Abend musiken {Svening Musicales).

Works

Organ literature: 2 volumes including fgerdimsiken
String sonatas

Church cantates

Choral-Bearbeitungen (arrengement)




Four Chorale-Preludes
B

8
Buxtehnde dirficult

A Chorale-Prelude is & short plece for the organ in vogue in thz seventeenth
century Germeny, in which the performer reveals his skill in contrapuntal im-
provisation.

The evolution of this form parallels that of most organ music: <from Scheid: to
Buxtehude, and from Buxtehude to Johann Sebastian Bach.

These Four Chorale-Preludes can be used for Christmas or for general use:

I. Praise Be to Thee, 0 Jesus Christ
II. Infant Born in Bethlehem
III. Come Thou Redeemer of the Earth
IV. How Brightly Beams the Morning Star

5 | i
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4 Four Chorale Preludes I
s i. Praise Be To Thee, O Jesus Christ
- B
8
Buxtehude difficult
Arr . Binke‘r d

STRING CRITIQUE

§ Finger patterns, extensicns and contractions:

1st violin == l-2, 2-3, 3-l, ext., lst & Uth finger extenaions.
2nd violin «- 1-2, 2-3, 3-4, 18t & Lth finger extensioms.
Viola == 1-2, 2-3, 3-4, 1st finger extensions.

Cello ~- lowered & upward extension. "

}’ Pogiticus: 1st violin ~- I, II,

2nd violin -~ I, II,

111, IV, V, VI, VII.
I11.

Viole -- I, II, III,
String bass -=- %, I,

Iv.
Iv.
I, Iii, Iv, V.

' Bowing: detachE porte, détachE, accented détaché, legato, portato, hooks,
i détaché lancé, spiccato, mixed legato and spiceato, flying staccato (semi),
gseries of 8th-notes, staccato, son £ile (cello & string bass).
iy Pizzicato: R.H.
§ Ornaments: Short trills.
! Dynamics: P, mf, £, =" , =, £ SUb.

Rhythms: syncopation, dotted-rhythm, triplets.
Meters, tempos and tempo changes: C, Allegro moderato, Pit mosso, Tempo I,
allargendo, molto allarg.
2 [ 1l 2 3 2 4 3

Doublie-notes: 1st violin = l-mb6, 3-mb6, 0~P8, 1-MH, ol-;PB, 3-Pk, 3-M5, 3-P5.
: 1 3 2 1 0
. B 2nd violin -~ o-P8, 0-P8, 1-m6, o0-M6, 3-M6, o-P5.
o 1l 2
Viole. - o;:PS, o-M6, 1-M5.
cellO e O-PB.
" 3] 2 D-3
Chords: 1l1st violin ~- Vil 1 end violin -« D=0
‘ o] o] G- .
o~G Maj., o~G Maj.

.' Signs: C,n , V¥V, ties, accents, slurs, dashes, commas, détaché lance', III (3rd
~ string), 1lift, cresc., dim., swell, triplet, II (2nd string).

x. Vocabulary: divisl, brillante, at the tip, unison, arco, forte subito, non divisi.

Comment: The notation, because of the use of small note values, is probably the

prime déifficulty in the early stages of learning this composition.

. EC

PAFulToxt Provided by ERIC
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Four Chorale Preludes III

3. Come Thou Redeemer of the Earth

(2 Horns end Strings) BB
Buxtehude moderate
Arr. Binkerd

STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
1st violin == 1.2, 2-3, 3k,
2nd violin == 1-2, 2-3, 3-l, ext.
Viola == 1-2, 2-3, 3-4, 12'34,
Cello -~ lowered extensions.

Positions: st violin -- I, II, III, IV.
2nd violin -- I, II, III, IV,
Viole -- I, II, III.
Cello -~ I, III, IV.
“String bass -- %, I, II, IT%.

Bosdtg: sustained tones, portato, legato, hooks, détaché porté, son file.
Pizziceto: R.H. (cello).

Ornemeptg: written out trills. -
Dynemics: PP, P, mf, <, >,

Meters, tempos and tempo changes: C, Adagio, ritenuto.

Signs: C, ¥ , M , hooks, slurs, ties, commas, deshes, dots, accents, tie-glur
&% combinations, cresc., dim., fermats.

\\\‘v
Vocebulary: sul D, sul A. Also see above.

~
.
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) Four Chorale Preludes IV
'\;\' 4. How Brightly Beams The Morning Star

? Bg

f T Buxtebude difficult

Arr. Binkerd

STRING CRITIQUE
GENERALITIES

Finger patterns, extensions ar4 contractions:
1st vi0lin -- 1-2, 2~3, <k, Uth finger extensions.
2nd violin =~ 1l-2, 2-3, 3-l, Uth finger extensions.
Viola «- 1-2, 2.3, 3-4.
= 5 Cello =~ lowered and upward extensions, double extension.

Positions: 1lst violin -- I, IXI, IIXI, IV, VI.
2nd violin -- I, II, III, IV.
Viola -- %, I, II, III, 1IV.
Cello -- I, II, III, IV.
String bass -- I, II, IT%, III, IV, V%, VI.

Bowing: legato, sustained toues, detacké, grand dtaché porté » hooks, accented
détaché, accented grand dftaché, string crossing in cello & bass parts.

Pizzicato: R.H. (quick chenges).

Ornaments: +trills.

Dynamics: PP, P, mP, mf, £, £f, cresce, =", T,

Rhythms: triplets, syncopatica.

Meters  tempos and tempo changes: 6/4, Allegretto, 4/4, Molto meno mosso, Largo
liberamente, 6/8, Allegro, 12/8, L'istesso
tempo, molto allargandc, Molto adagto.

3 2 0 3

Double-notes: 1lst violin ~- 0-P8, l-m6, 0-P5, 2-m6.

1l o 2 2 1l
2nd violin -- 3-M3, 0-P5, 2-P5, l-mb, o-MO.

o o 2 3 )
ViOla e O"’PS 9 l.Ph 9 1"'M6 'Y 2"m6 . 2""m3 »
o 1
Cello == 0-P5, 0-M6.
Chords: 1lst violin == 2 C-i Dk 2nd violin ~- 4
1l E-3 D-1 3
(o E-1 D-o 0
°~G Mo 9 G-o’ G"OO O"Go Mano

Harmonics+ 1lst violin -- mide-string A, D.

Signs: fermata, J :A » ‘dashes (as stress marks), accents,#* , ¥ , slurs,
hooks, ties, tie-slur combinations, fermata, swells.

I vVocabulary: divisi, unison, arco. Also see above.
Corment: treble clef in the viola part.

s an fa s Anmbe ap
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EXPLANATION OF GTRING TERMINOIOGY

Arco -~ with the dow.
Am frosch -~ at the frog or the heel of the bow.

: 0 -

1. Legato_sipeggio (different note for each of 3 or U strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth &rc (-\ or J)
taking 1 note and 1 striug at a tinme.

2. Sautille” arpeggio (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jete) arpeggio -- seme as #1 sbove
except that the bow springs.

du chevalet -- at the bridge (see sul poaticello).

Au talon -- at the frog or the heel of the bhow.

Coll¢ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch® and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow wather than a finger displaces the string.

Col legno -- the string is struck with the wood of the how. The usual amethod is
to strike with epproximately half the hair as well as the stick.
The bow hair may either be tuiasd avay from the bridge or toward
the bridge since either can b quite satisfactory in producing the
. required quality of tone.

¥ Contraction ~- placing fingers closer together on the strings thun their normal
' placement requires.

Démpfer -- the mute.

Qg'_tg_c_gg: ~-- geparate smooth bow strokes, one fur 2ach note, with no variation in
pressure end no breek between notes. This bowing is also known as the
simple d€taché to distinguish it from the variations given below.

1. Grand détaché -- same as the above but using the whole bow for each note.

2. Accented de'taché’ -- each bow stroke begins with a sudden increase of' speed
end pressure but withont "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand ddtaché -- seme as #2 above except that a whole bow is
used for each note.

4, Datache mrte' -~ gtroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or mey not be s
small spacing between the notes but the impressics shounld be that the
notes are slightly separated.




String Termirology - page 2

pétache -- (centinueu)

5. pétachd 1ancd -- a shortened quick bow stroke beginniag with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Exteunsion -- placing a finger or fingers farther apart on the string than their
normal plecement. '

Finger patteru. -- the patterns of spacing between fingers of the left hand.
These are not applicable cn the string bass and could apply
to the cello only in thumb position.

lo 1"2 Eattem means 12 3 hc

2, 2-3 pattern means 1 23 4, The basic finger patterns
3. 3=l pattern means 1 2 34, }

4. Exieuded or Adl-whole-step or whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between lst
and 2né fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12°'3 4 pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers ) and 2.

T. 1 23''4 pattern —- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 arnd 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. &, 5 and 6 above),

Flautando or flautato «- indicates the producti.n of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (vhipped bowing) -~ the bow strikes the string suddenly and sharply after
being barely lifted from the string to bzgin the '
stroke -- usually performed up-bow at the tip.

Frog -- as a bowing indication, it means thav the player should use the heir near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a ctring in places (nodes)
that force the string to divide itself iuio fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

PR

2. Artificial harmoriics -- produced by touching a string shoriened vy &
“"svopping finger" (artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies o notes that would be played with separate bows if it would be
advantageous to do so.

Jetd -- see ricochet.

Legato -- smoothly slurred notec.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"L:lnk_: -= gee "hook".
Loure’ -~ gee portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usuelly just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained mart.ele -- same 88 simple martelé except that the tone is held
out. An adequate amount of bow must be available for the note in question,
The bow is considerably slowed after the martelé attack ("pinch®).

3. Grand martelé -- the simple macielé executed with the whole bow.

Marteld attack -- see #2 and #1 under martele' above and also under "pinch".

Martellato ~- this means either martele or & bowing that sounds like a ma.rtele,
i.e., ina ma.rtelé style.

"Pinch" -- the pressure applied to the string with the bow which, wher the bow is
moved, results in a consonant-l:lke beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hend pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato lours) -- two or mo.e detache porté notes performed on the same bow stroke.

Restez == remain in the position.

Ricochet -- the bow is dropped (or thrown) on the siring and allowed to rebound
making possible two or more notes per impulse.

Soltate ~- a general term meaning springing, rebounding or bounced.

=N \
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Sautille -- a springing bow stroke thet obtains its effect through the nat'iral
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

son ri1d (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
gtrokes., The player needs to match up the duration of
" the tone with bow speed and sounding pcint. Wken the
| proper relationships are achieved, the tone "spins out"
almost witliout effort.

Sounding point -- see p<int of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes pleyed in the same
bow direction. :

Staccato - & general term meaning that the notes are shortened.

w= & specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé steccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except witk a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul %*asto, sul tastiera, or sur la touche -- see flautando.

SIGNS:
1. Dots mey mean any form of détaché or any type of staccato bowing.

2. Dashes msy mean detaché or detache p_orte' .

3. Dashes and dots combined may mean detache lance. » & modified spiccato or
a modified martele.

Ik, The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5., The tie or slur mark in conjunction with dots will usually mean staccato,
flylng staccato, flying spiccato, or ricochet.

©
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SIGNS (continued):

6. 'fhe ts or slur merk in conjunction with dashes will mean portato
loure). .

T. The staple-shaped sign () means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. -The sign, ) , means to lift the bow.
11. The sign // means to stop or to lift the bow or both.
12. The sign / over a note means fouette cr whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x ‘or N, or v), means an extension of one half-step.
15. The sign i (or xx) means an extension of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. -~ near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/b == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/k of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/hB, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the vow, 3/4 of the bow, 1/ of the
bow, ete,

18. The positions are indicated as follows:

(%) - half position.
I - 1st position.
II - 2nd position.
I% - iantermediate position between 2nd and 3rd positions.
ete.
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Absoliute music

Aria
Atonality

Avant gerde
Cedenze

Canon

Cantata

Chorale
Chorale-prelude
Clasaic'sonatal

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrzpuntal

Divertimento

Fantasisa

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to progremme music - music that hes no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of anothéff'--'f

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Successicn of movements played by 2 or more solo instru-
ments with full orchestrsa.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in &
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.




Herpsichord
Impromptu
Invention

Kappellmeister

Idea (pl. Lieder)

Leitmotiv

Meass

Mastersinger

Musette
Opers buffa
Oratorio
Partial
Partita

Péssion
Polynhony

Polytonality
Prelude
Programme music

Recitative

Requien
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneous music.

Sh.-»* two-voiced clavier pieces.

Iis .or of music to a Prince, King or Nobleman.
Coz. - an art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Memker of the 15th - 16th century German guilds for’
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opere.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week. '

Style cf writing where composer paeys particular attention
t0 melodic velue of zach part.

Use of several keys or tonalities at wame time.
Introductory movement.
Music that télls a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement o a symphony.
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Sonata-gllegro form
Suite

Symphony

Tonality

Virtuoso

¥
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A exposition
B development
A recapitulation

Set or series of French dances.
Sonata for orchestra in U4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
i, rondo

A system in which al) tones gravitate to a certain tome.

Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeentl century the center of the musicel w
2 18icel world was italy.
Spared from the devastating Thirty Years War and alded by an artisti: and waaggy

aristocracy, this was virgin territory for a musical revolution. Thi

. g same count
which produced the Renaissance art harbored at the same time the seeds of its id
successor: the Baroque. ‘

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned t¢ write the opera,
Orfeo. Before this, music hed been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Moato--
verdi's operas became the substence of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cagses there is & strong pull toward one centrel point - for tonality, the "key" or
home note of the piece. Almost ell musical forms of this era were based on this
lew. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Concerto =~ one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue =~ using the melodies of the Renaissance with harmonies
of the new Baroque '

of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Itslien operas; but oddly enough he is remembered for his oratorios which
were a natural trensitionel form from the opera. Major new church music forms were
developed including the oraiorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and hermony as being too narrow and
coercive. The new attracted him end the more astounding, the more contrary to
accepted forms, the moire he welcomed it.

The term Beroque, meening grandiose and resplendent , came largely from Italian
architectural constructions. Fanous examples of Baroque art are Bernini's Dove
above the altar of St. Peter's, Louls XIV's Chateau of Versailles, and the mastzye
pieces of the Flemish painter, Rubens. Thege artists sculpted stone to look "soft,
gilded bronze to simulate gold, and never used a simple form if a complex ome could
sexrve.

Note the coircidence of Baroque music, slaborate art, lustrous court life, a
viclinist like Corelli, a craftsman like Strediverius, the sublime sacred choral
works of Bach or Handel, snd the epic creations of Rubens or Milton.
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Musicians in Baroque Ere

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini _ Master of violin; wrote over 100 violin sonatas
Purcell Best known Barogue composer in England

Buxtenude Organist: Bach's idol

Monteverdi Jtalian opera composer

Back, J. S. Master of the Baroque

Handel Composer of The Messiah




ARCANGELO CORELLI

b. Fusignano, Italy 1653
d. Rome, Italy 1713

= To Arcangelo Corelli music owes the early development of two of the most

I significant forms of instrumentel music - the sonata and the concerto. Corelli
vrote four volumes of sonatas for two instrunents and a figured tass, one volume
for solo violin and figured bass. He was & violin virtuoso and introduced doudble
stops, arpeggios, chords, trills and the arpoggiaturese into the technique of
violin playing. Surprisingly his violin technique was a limited on2; he seldom
ventured beyond III position. He wisely rejected clumsy, cumbersome, ungrateful
misic to the instrument.

Corelli was born in Italy and when he was only 17 he was halled as & violin
performer of reknown. In 1671 he settled in Rome and spent the rest (f his life
there. In Rome he enjoyed the patronage of the noblemen and princes of the court.
He was appointed Maestro di Cappella at Cardinal Ottoboni's palece. He spent
most of his life as ¢ -acher as well as composer and is reported to heve founded
one of the first signi:icant schools of violin performance. He is buried in the
Pantheon in Rome.




CONCERTO XO. 8
IN G MINOR
B
9
Arcangelo Corelli difficult

The Coucarto No. 8 in G Minor is called Corelli's Christmas Concerto because it
vas composed for the night of netivity. The finale is deeply religious: a
spiritual pestorale.

The melody in thirds with a Sicilian rhythm, depicts the scene in Bethlehem at
Christ's cradle. This piece is a forerunner of several other famous Pastorales,
e.g. Hendel's Messiah and Pach's Christmas Oratorio.

The music cpens with a seven-bar introduction into a 3/4 meter vivace. A

stately Grave follows and the Pastorale brings the concerto to a reverent con-
clusion. The Pastorale gives the entire work its title, Christmas Concerto.

This last section is a religious melody describing the birth of Christ with angels
hovering over Bethiehem. This is the best known Concerto Grosso from the pen of
Arcangelo Corelli.

AT vt m g e s i
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Concerto VIII (Christmas Concerto)
Fatto per la notte 4i natale

Corelli difficult

STRING CRITIQUE

GENERALITIES

Finger patterrs, extensions and contractiouns:

{Violino concertato I -- 1-2, 2-3, 3-h, 2-3-U, 12'34, 1st finger extensions.
(Violino concertato II =~ 1-2, 2-3, 3-li, ext., 1-2-3, 1''234, 1lst finger ext.
(Violoncello concertato -~ lowered & upward extensions, double extensions.

Violino di ripieno I - 1-2, 2.3, 3-U, 12'3k, 2-3-k4.

Violino di ripieno II == 1-2, 2-3, 3-l, 1-2.3, 1'234, 1lst finger extensions.
Viola == 1.2, 2-3,_37-1&, ext., 1''234, 1st finger extensioms.

Cello -=- lowered & upward extensions. Double extensions.

String bass -- pivots and/or extensions.

Positions: (Violino comncertato I -- 3s, I, II, III, IV.
{Violino concertatc II -~ I, II, III, IV.
(violoncello concertato -- I, II, III, IV.
Violino di ripieno I -- %, I, II, III, IV.
Viclino 41 ripieno II -~ I, II, III, IV.

Viola ~-- I, II, III, IV.

Cello -~ I, II, IIT, Iv.

String bass -- %, I, II, ITs, III, IID%, 1V, V.

Bowing: sustained tones, deta,che, porte to,\ deétache’ porte, legato, hooks, stiing
crossing, marteld, 1ifts, son £il¢, (sautillé).

Ornaments: trills ending with turns and anticipatioms.

Dynamics: PP, P, f.

Rhythms: syncopation.

Meters, tempos and tempo changes: C, Vivace, Grave, Allegro, Adagio, Allegro,
Adsgio, 3/, Vivace, ¢, Allegro, C 12/8, Largo.

3 l

Double-notes: perfect octaves: o and o.

Harmonics: mid-string A's, D's, G's.

Signs: 't , ¥ , portato, ties, 1lift, repeat signs, 1lst & 2nd endings, fer-
mati, u.%, w.b., extension.

Vocsbulsry: Tutti, Arcate sostenute e come sta, solo, tip, frog. Also see above.
Comment: Trills on dotted-notes should end on the dot; trills should begin with

the upper note; trills with a turned ending should continue into the
turn. Tenor clef in the cello concertato part.




EXPLANATION OF STRING TERMINOLOGY

Arcp -=- with the bow.

Am frosch -- at the frog or the heel of the bow.

egglo ~-
1. Legato_arpeggio {(different note for cach of 3 or 4 strings) -- bow moves
in the same direction for 3 or 4 notes «nd in a smooth arc ('\ or })
taking 1 note and 1 string at a tive.

2. Sautille”arpeggio (different note for each of 3 or 4 strings) -- bov moves
in 8 different direction for each note and string while springing as in
regular sautille.

‘3. Springing (saitando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- &t the tridge (see sul ponticello).

Au talon -- &t the frog or the bzei of the bow.

Colld -- the st.ing is approached from the air and "pinched" lightly with the
' bow. The tone 35 sounded simultaneously with the "pinch" and the bow
is 1ifted frow the string immediately. It is similar to pizzicato
except that the bow rather than o finger displaces the string.

Col legno ~= the string is struck with the wood of the bow. The usual method is
to strike with approximately haelf the hair as well as the stick.
The bow hair may either be turned away from the btridge or toward
thc bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer togeiher on the strings than their normal
.placement requires.

Démpfer -- the mute.
ftache == separate smooth bow strokes, cne for each note, with no variation in

pressure and no break between notes. This bowing is also known as the
simple dftaché to distinguish it from the variations given below.

1. Grand ddtaché -- same as the above but using the whole bow for each note.

2. Accented dé'taché' ~- each bow stroke begins with a sudden increase ot. speed »
and pressure but without “"pinching" the string sharply as in mertele --
no separation between the notes.

3, Accented grand dftaché —- same as #2 above except that a whole bow is
used for each note.

4, DEtaché p_grte' -~ gtroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be e '
small spacing between the notes but the impression should be that the

notes are slightly separated.

:
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String Termirology - page 2

. pétachd -- (continued)

5. Détachd lancd -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Ususlly there should be a
clear separation of the tones. The notes are neither acceanted nor
swelled and are played like a marteld without the "pinch".

~ Extension -- placing & finger or fingers farther apart on the string then their
3 normel placement.

Finger patterng -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only iz thumb positioa.

1. 1-2 pattern means 12 3 4.
2. 2-3 pattern means 1 23 L, The basic finger patterns
3. 3-4 pattern means 1 2 3h.

4. Extended or All-whole-step or whole-tcne pattern means 1 2 3 b, i.e.,
no fingers are placed closely together.

5. 1''23 b pattern indicates the presence of an augmented 2nd between lst
and 2nd fiogers (an extension) and a half-tone between 2nd end 3rd
fingers.

6. 12''3 4 pattern -- augmented 2nd between fingers 2 and 3: half-step
between fingers 1 and 2.

T. 1 23''h pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 abvove).

Flautando or flsutato -~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouettd (whipped bowing) -- the bow strikes the string sudderly and sharply after
being barely lifted from the string to begin the
stroke -~ usually performed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -« produced by touching an open string.

2. Artificial harmonics -~ produced by touching a string shortened by a
stopping finger" (artificiel nut).

LN e A
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String Terminclogy - page 3

"Hook" -- attaching one cr more notes to the sare bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to 4o so.

Jeté -- see ricochet.
Legeto -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"link" -~ see "hook'.
Louré -- see portato.

Marteld -- a staccato producing type of bow stroke, well acc:enied, dbiting and
strong. :

1. Simple marteld (usuelly just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" ab %he start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- sane as simple marteld except that the tone is held
out. Aa adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the marteld attack ("pinch").

3. Grand ma.rtg_];é' -- the simple martelé executed with the whole bow.
Marteld attack -- see #2 and #1 under marteld above and also under “pinch".

Martellato -- this meens either martéld or a bowing that sounds like a marteld,
© i.e., in & marteld style.

"pinch” ~- the pressure aprlied to the string with the bow whicl, when the bow is
moved, results in a consonant-like deginning of a tone. This is the
mertelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with & plus sign (+). Indications as to which hand is
to be used are R.H. end L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point _of contact -- the place on the string at which the bow is placed.

Portato (loure) -- two ur more detache porté notes performed on the same bow stroke.

Restez -~ remain in the position.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes per lmpulse.

Saltando or Saltato -- & general term meaning springing. rebounding or bounced.

Aruitoxt provided by Eic:
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String Terminology - page U

$  Sautilld -- a springing bow stroke that obtains its effect through the natural i
' spring of the bow coupled with the correct motion of the bow hand and :
arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son £11¢ (spun tope) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tcne "spins out "
almost without effort.

Sounding point -- see point of. contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- & gencral term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that & geries of small
marteld strokes ars to be executed on one and the same bow stroke.
{Also called solid staceato and martelé staccato.)

1. Rapid or nervous staccato ~- executed bty a very rapid cacillation of the
Yow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the seme manner as the solid staccato
except with a lighter pressuré so that the bow leaves the string between
notes. -

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
‘bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastisra, or sur la touche -- see flautando.

SIGHS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Doshes may mean detache or detache porte' .

3. Dashes and dots combined mey mean Qetagl_:_g'_ lance, & modified spiccato or
' a modified martele.

4. The tie or slur mark will measn either to tie the notes or to slur the
nctes (legato).

5. The tie or slur mark in conjunction with doi:s will usually mean staccato,
flying stacceto, flyiug spiccato, or ricochet,
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| | s1cES (continued):

6. The tie or slur mark in conjunction with dashes will mean portato

{(louré).

7. The staple-shaped sign ( ™)) mesns down-bow. This sigr scmetimes occurs |

upside down.

8. ihe sign ( v ) means up-bow. This sign also oceurs ﬁpside down in some

editions.

9. The comma or apostrophe usually means to 1lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, ¢hat is,

rove
The
The
The
The
The
The
The

it through the air to the frog.
sign, ) , means to lift the bow.
gign // mesns to stop or to 1ift the bow or both.

sign / over a note means fouette or whipped bowing.

point or wedge ( y ) often means martele or a martellato execution.
sign, x (or », or v), means an extension of one half-step.
sign § (or xx) meens an extension of one whole-step.

sign § indicates the use of the thumb to finger a note.

Bow placement or the arza of the bow to be used:

The

a. Fr. =- near the frog of the bow.

b. M. == near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/it == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/4 of the vow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/L of the bow, 1/l of the
bow, etc.

positions are indicated as follows:

(%) - half position.
I -« 1st position.
II -~ 2nd position.
I% - intermediate position between 2nd and 3rd positionms.

ete.




Absolute music In contrast to programme music - music that has no admitted
association with anything outside of itself.

Aris A song for one or mc.* voices.

Atonality No key used.

Avant gavde Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, end techniques.

Cadenza A technically drilliant sometimes improvised solo passege
toward the end of a concerto. ‘

Canon A device of imitetion by one melodic line of another.

Cantata Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played belore the singing.
Classic sonata Form of the symphony (% movements).

Clavichord Clavier hit by tangent - usually 4 cctave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.
Concerto Solo instrument v:ith orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instrue-

ments with full orchestra.

Continuo Figured bass line in Baroque era.
Contrapuntal The combination of 2 or more imdcpendent parts in e

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has
more than 4 movements.

Fantasia The composer exercises his fancy without following
any conventional form.

Fugue Contrapuntal compositvion in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called

harmonics or overtones.




HRarpsichord
Inpromptu
Invention

Kappellmeister

Iied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quilils.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
cheracter with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th ~ 16th century German guilds for

cultivation of music and poetry.

Bagpipe - also mcvement of a suite.

Comic opers.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing wherc composer pays particular attention
to meledic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thet tells a story, paints a picture or seis a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech then to song.

Mass for the deed.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Sonata-allegro form A exposition
B develomment
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.




PUGUE AND VIVACE

COBELLI
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¥uller
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
waich produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to writec the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These rzw innovations in Monte-
verdi's operas became the substence of Baroaue music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
ceses there is e strong pull towerd one central point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
lavw. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partuner
2. The Concerto - one instrument or a solo group of instruments
contrasted againet an orchestra
3. The Fugue - using the melodies of the Renaissance with harmonies
of the new Barogque

Of the vocal forms of the Barcque Era opera prospered the most. Handel alone wrote
forty Itelian operas; but oddly enough he is remembered for his oratorios which
vere s natural transitionsl form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form end harmony as being too narrow and
coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Berogue, meening grandiose end resplendent, came largely from Italien
architectural comstructions. Famous examples of Baroque art are Bernini's Dove
sbove the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"
gilded bronze to simulate gold, and never used a simple form if a complex one could

gserve,

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubens or Milton.
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Corelli
Vivaldi
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Tertini
Purcell
Buxtehude
Monteverdi
Bech, J. 8.

Handel
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Musicians in Beroque Era
Virtuoso on violin
Prolific composer of concerti (500)
Master of violin; wrote over 100 violin sonatas
Best known Baroque composer in England
Organist: Bach's idol
Italian opera composer
Master of the Baroque

Composer of The Messish




ARCANGELO CORELLI

b. Pusignano, Italy 1653
d. Rome, Italy 1713

To Arcangelo Corelli misic owes the early developmant of two of the most
significant forms of ins® umental music - the sonata and the concerta. Corelli
vrote four volumes of .. .atas for two instruments and a figured baes, one volume
for 3solo violin and figured bass. He was a violin virtuoso and introduced doudble
stops, arpeggios, chords, trills and the appoggiaturase into the technique of
violin playing. Surprisingly, his violin technique was a limited one; he seldom
ventured beyond III position. He wisely rejected clumsy, cumbersome, ungrateful
misic to the instrument.

Corelli was born in Italy and when he was only 17 he was halled as a violin
performer of realaown. In 1671 he settled in Rome and spent the rest of his life

there. In Rome he enjoyed the patronage of the noblemen and princes of the court.

He was appointed Maestro di Cappella at Cardinal Ottobonl's palace. He spent
most of his life as a teacher as well as composer and is reported to have founded
one of the first significant schools of violin performance. He is buried in the
Pantheon in Rome.
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FUGUE AND VIVACE

Op. 5 No. 2
B
10
Corelll moderate

The fugue is the most complex and exact of all orgen forms. It ropresents the
advanced development of o contrepuntel technique found in early choral pieces,
nemely the "round" and "canon." The greatest master of the fugue was Bach.

The Vivace is quick lively 3/U meter in the seme key as the Fugue,

Although Corelli was acknowledged as the first violin virtucso and one who extend-
ed the horizons of violin playing, he also was a momentoug figure in the early
history of iastrumental music. He realized the fugue should not be reserved
exclusively for the organ or clavier and could be an effective form of instrumentel
misic. This idea hss grown through the years and there are even interssting
exanples of fugal writing in contemporary music, e.g. Ernest Bloch's Coucerto
Grosso for strings and Roy Harris' String Quartet No. 3.
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Fugue and Vivace
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Op. 5, No. 2
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Corelli moderate
arr. Muller
STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions:
18‘3 ViOlin - 1’2, 2"3, 3"!" exto 9 12'3’40
and ViOlin haaal 1"2, 2“3’ 3",‘, ext.
!!-_o‘]_._% e 1‘2, 2-3’ 3"’" exto, 1.2"'3, 12'3h0
Cello -- iowered and upward extensions, {double extensions).

Pcsitions: 1lst violin -~ I, II, III.
2nd violin -~ I, Ii, III, 1V.
Viola -- I, II, III. ,
cello ma- I, II, III’ IVO
String bass -- %, I, IX, IT%, III.

Bowing: daéteché, d€techd porte, marteld, sustained tones, string crossing,
legato, hooked,lifts, portato.

Pizzicato: R.H.

Ornaments: trills.

Dynamics: P, mf, £, £f, cresc.
Rhythms: syncopation.

Meters, tempos and tempo changes: C, Allagretto, ritenuto molto, 3/4, Vivace,
piu lento.

Harmonics: mid-string D's, G's.

Signs: ﬂ/, v , fermata, dots, dashes, slurs, hooks, ties, L.%, 1ift signs,
U.1/3. .

Vocabulaery: FPFugue, arco, divisi (optional), also see above.
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EXPLANATION O7 STRING TERMINOLOGY

Arco -- with the dow.

An frosch -« at the frog or the heel of the boq.

egeio «- |

1. Legato_arpegzio (different note for each of 3 or U strings) -- bow moves

in the same direction for 3 or 4 notes and in a suouoth are (-\ or J)
taking 1 note and 1 string at a time.

L)

R Rt

2. Sautille”arpeggio (different note for each of 3 or U4 strings) -- bow maves
in a different direction for each note and string whiie springing ae in
regular ssutille.

3. Springing (saltando, ricochet or jeté) arpeggio ~- same as #1 above
except that thc bow springs.

Au chevalet -- at the bridge (see sul ponticello).
Au talon -- at the frog or the heel of the bow.

Colleé -- the string is approached from the air and "pinched" 1lightly with the

bow. The tone is sounded simultaneously with the "pinch" &aad the bow
] is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the siring.

Col legno -~ the string is struck with the wood of the bow. The usual methdd is
to strike with epproximately half the nair as well as the stick.
The baw hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quelity of tonme.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

| Dimpfer -- the mute.

Detache =- separate smooth how sirokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is also known as the
simple d€tachd to distinguish it from the variations given below.

] 1. Grand d¢taché -- same a8 the above but using the whole »ow for each note.

2. Accented adtache ~- each bow stroke begins with & sudden increase of speed
and pressure but without “pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand détaché -- same as #2 above except that a whole bow is
used for each note.

4. Détachd 4porte' -- gtroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated. |




Bfring Terminclogy - page 2

- pétachd -~ (continued)

5. Dtache lancd -- a shortened quick bow stroke begloning with great
speed slowing toward the end of the sound. Usuaily there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martel without the "pinch".

Extenaion -- placing a finger or fingers farther apart on the string than their
~ normal placement.

" Finger Mterns — the patterns of spaciag between fingere of the left hend.
. Thege are not appl:lcabl& on the string baas and could apply
to the cello only iz ¢vhumb position.

1. 1-2 pattern means 12 3 U,
2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-I pattern meeans i 2 34, 3

k. Extended or All-whole-step or whole-tone pattern means 12 3 &, i.e.,
no fingers are placed closely together.

5. 11123 4 pattern indicates the presence of an augmented 2nd between lst
aad 2nd fingers (en extension) and & half-tone between 2nd and 3rd
fingers.

6. 12''3 i pattern -~ augnented 2nd between tingers 2 and 3; half-step
between t:lngers 1 and 2.

T. 1 23''4 pattern —- augmented 2nd between fingers 3 and 4; half step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "aumented second"
patterns {nos. 4, 5 and 6 above),

: “lautando or ﬂantato «~ indicates ithe production of a flute-like tone accomplish-
, ed by bowing lightly and with speed over or near the
e_dge of the fingerboard.

" Fouetté (whipped bowing) -- the bow strikes the siring suddenly end sharply after
being berely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog - 88 & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

 Bermonics -- flute-like {ones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fiftths, etc. )

1. Natural harmonics -~ produced by touching an open string.

‘ 2. Artificial harmonics -~ produced by touching a string shortened by a

"stopping finger" (artificial nut).




String Terminology - page 3

"Hook" -- attaching ore or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with szparate bows if it would be
advantageous to do so.

Jeté -- see ricochet.
legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper cffect. X

"Link" -~ see "hook'.
Loure' -- gea portato.

Marte]_._{ -~ & giaccato producing type of bow stroke, well accented, biting and
strong.

i, Simple mmge' (usually Jjust marteid) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained marteld -- same as simple martelé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Marteld attack -- see #2 and #1 under martele above and also under "pinch".

Martellato -- this means either martélé or e bowing that sounds like a ggr_j;_g.}gf,
i.e., in a martelé style.

"Pinch" ~-- the pressure applied to the string with the bow which, when the bow is
moved, results in & consonent-like beginning of a tone. This is the
mertelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Poisn’ of comtact -- the place on the string at which the bow is placed.

Portato (Lourd) -~ two or more detache p_grte' notes performed on the same how stroke.

Reastez -~ remain in the positionm.

Ricochet -- the bew is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.




String Terminology - page U

Sautilld -- & springing bow stroke that obtains its effect through the natursal
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from tha lower 1/3 of the bow to somewhat
above the middle.

Son £i1d (spun tone) —- the long sustained tone. The best peint of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -~ the bow is dropped from sbove the string and rebounds into the air.
The flying spiccsto is a series of spiccato notes pleyed in the same
bow direction.
Staccato -- & general term meaning that the notes are shortened.
-~ 8 specific texm meaning to the string player that & gseries of small
/, marteld strokes are to be exzcuted on one and the same bow stroke.
; {Also called solid stacceto nad martelé staccetc.)

1. Rapid or nervous staccato -- executed by 2 very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the aame manner as the solid staccate
except with a lighter pressuré so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immedistely above).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- seé flautando.

SICGNS:
1. Dots may mean eny form of détaché or any type of staccato bowing.

2. Dashes may meen detache or detache porte' .

,‘ 3. Dashes and dots combined may mean dete.che’ lance' , & modified spiccato or
s a modified martelé.

The tie or slur merk will mean either to tie the notes or to slur the
notes (legato).

The tie or slur merk in conjunction with dots will usually meean staccatc,
flying staccato, flying spiccato, or ricochet.




String Terminology ~ psge 5

SIGNS (continued):

6.

Te

8.

9.

18,

'fhe tg or slur mark in conjunction with dashes will mean portato
loureé}.

The staple-ghaped sign (™) means down-bow. This sign sometimes occurs
upside dowm.

The sign ( v ) means up-bow. This sign also occurs upside down in some
editions, :

The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the alr to the frog.

The sign, ) , means to lift the tow.

The sign // means to stop or to 1irt the bow or both.

The sign / over a note meens fouette or wyhipped bowing.

The point or wedge { y ) often means martele or a partellato execution.

The sign, x (or », or v), means an extension of one huir-step.
The sign § (or xx) means an extension of oae whoic-step.
The sign 7 indicates the use of the thumb to finger a note.

Bow placement ¢z the area of the bow to be used:

8. Fr. -~ near the frog of the bow.

b. M. =~ near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

a. 1.1/2, L.1/3, L.1/4 -~ the lower 1/2, 1/3, 1/4 of the dow.

e. U.1/2, U.2/3, U.1/4 - the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/38, 3/4B, 1/4B, etc., meeus to use a vhole bow,
1/2 of the bow, 1/3 of the dbow, 3/4 of the how, 1/ of the

bow, etc.
The positions are indicated as foliows:
(%) - half position.
I «~ 1st position.
I <« 2nd position. u
II3 -~ intermediate position between 2nd and 3rd positions.

ete.




Absolute mugic

Aria
Atonality
Avant gerde

Cadenza

Canon

Cantate

Chorale
Chorale-prelude
Classlc scaata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Hermonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvieed solo passage
toward the end of a concerto.

A device of imitation by one melodic linc of another.

Like short story is to novel, cantate is to oratorio;
biblical text is often used.

Congrzgational hymn of Lutheran church.

Elaberation of the ch;)rale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually b octave range-

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdcors. Usuelly has
more then L movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition im 2 or more parts.
A serisc of notes consisting of a fundamental (the lowest

pitch) and one or more upper pariials, vericusly called
harmonics or overtones.




Digest Terminology - page 2

Harpsichoxd Clavier with strings struck by quilis.

Spontaneous music.

Impromptu
Invention Short two-voiced clavier pieces.

Kappellmeister Director of mugic to a Prince, King or Nobleman.

Lied {pl. Lieder) Germsn art song.

Leitmotiv Leading theme in a symphony; in opera tagging every
character with a musical lubvel.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.,

Oratorio Drama sung but not staged, costumed or acted.
Partial : First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and
Holy Week.
Polyphony Style of uriting where composer pays particular attention

to melodic value of each part.

Polytonality Use of sgveral keys or tonalities at same time.

Prelude Introductory movement.
Programme music Music that tells a story, paints a picture or seis a mood.
*" Recitative A style of singing that is more clésely related in pitch

and rhythm to drametic speech than to song.

Requiem Mass for the dead.
Rondo Last movement of concerto or symphony.

§ Scherzo Literally a "joke." 3rd movement of a symphony.




Sonata-allegro form

Suite

Symphony

Tonality

Virtucso

Digest Termirology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.

Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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mﬁoatm ERA
1580 - 1750

At the turn of the seveateenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and vealthy
eristocracy, this was virgin territory for a musical revolution. This same country

. which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a mew relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new imnovetions in Monte-
verdi's operas became the substence of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is & strong pull toward one central point - for tonelity, the "eay" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simplest form, called ABA, the music began in ome key, moved to another
and then returned to the original key.

: The favored instrumental forms of this era were:

1. The Sonaeta - one solo instrument with piano as partmer
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue =~ using the melodies of the Renalssance with hermonies
of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is remembered for his oratorios which
were & natural transitionel form from the opera. Major new church music forms were
developed including the oretorio, the passion, and the cantata.

The Beroque artist frowned upon strict form and hermony as being too narrow and
coercive. The new attracted him and the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Barogue, meaning grandiose and resplendent , ceme largely from Italian
_architectural constructions. Famous examples of Baroque art are Bernini's Dove
above the altar of St. Peter's, Louis XIV's Chateau of VYerseilles, and the master-
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"
gilded bronze to simulate gold, and never used a simple form if & complex ome could
serve.

Note the coincidence of Baroque music, elsborate art, lustrous court life, a
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and th~ epic crestions of Rubemns or Milton.




Corelli
Vivaldi
Tartini
Purcell
Buxtehude
Monteverdi
Bach, J. S.

Handel

Baroque Era - page 2

Musicians in Barogque Era
Virtuoso on violin
Prolific composer of concerti (500)
Master of violin; wrote over 100 violin sonatas
Best known Baroque composer in England

Organist: Bach's idol

Italian opera composer
Mester of the Baroque

Composer of The Messiah




E»
f,‘ GIROLAMO FRESCOBALDI
)
:

b. Ferrara, Italy 1583
a: Roe, Taly 1643
' Girolamo Frescobaldi was d boy eopranoc sdd enjoyed a great reputation both es

~ singer and organist vhen he wes young. As eh organist he was recognized as the
- most distinguished musician of the seventeenth century.

~ In 1608 he was made organist at St. Peter's in Rome. His concerts attracted
 great crowds; at one time more tHan 30,000 attended his performance. He seems
to have been dissatisfied with the pay end even though he had been there for
twenty years, he left the post at Bt. Peter's. He accepted a job in Florence as
orgonist for the Grand Duke, Ferdinsndo de Medici. Political problems forced
him to leave Florence and he returned to his old job as organist at St. Peter's.
 He kept this position until his death in 1643.

 Seventy-eight of his organ works have been published in two volumes. The first
important soaposer to fully crystalize the organ forms such as the toccata, the
partita and the fugue was Frescobaldi. He was also one of the first composers to

~ bring clarity of cutline to the organ forms, to £ill his music with human feeling.
to emphasize the melodic character of his work.

I: MC Y
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TOCCATA
B
1l
difficult
Frescobaldi

A Toccata is a piece for the orgen, or the pieno, improvisational in style,

emphasizing the virtuosity of the performer. It hes elsborate runs, figurations,
fugal passages and so forth.

This Toccate as written by Frescobaldi is not Just an exercise in virtuosity

and improvisation: it is a personal utterance, at times poetic, at times dramatic,
end at times pure serenity.
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Toccata
B
1l
Frescobaldi difficult

arr. Kindler

STRIRG CRITIQUE

. GENERALITIES
Finger patterns, extensions and contractions:
1st violin == 1-2, 2-3, 3=4, ext., 12'34, 1lst & Lth finger ext., double ext.
2nd violin == 1-2, 2«3, 3-l4, ext., lst Pinger extension.
Viola =~ 1-2, 2-3, 3-4, ext., 1lst finger extensions,
Cello -~ lowered and upward extensions.

Positions: 1st violin -- %, I, II, III, IV, V, VII, IX.
Pnd violin -- %, I, IT, III, IV, V, VII.
Viole -- %, I, II, III.
Cello == %, I, II, III, IV,
String vess -- %, I, II, ID%, III.

RBowing: legato, détache', sugtained tones, inaudibvle bow change, ma.z;bele' .
accented d€taché, hooked, string crossing, portato, d€taché porid, son fil€.

Ornaments: turns, trills.

Tremulo: Cellc & string bass -- 32nd-note bowed.
Dynamics: PP, P, w¥’, mf, £, £f, P subito, P, cresc., dim., cresc. poco & poto.

Rhythms: sextuplet arpeggios.

Meters, tempos and tempo changes: C, Grave, ritenuto, Allegro giusto, poco
rallentando, a tempo, poco ritenuto, molto
ritenuto.

1l 3 1 ) 3 -3 2 2
en: Ond wiolin —- 2-m3, 2-M6, 0-M6, 0-P5, 2-m6, l-uT, l-#, l-mb.

. o 3 3 3 1 2 3 1 3
Viola == 2-m3, 0-P8, 3-P5,4-d5, bU-m3, 2-P5, 2-mb, 2-Ph, 2-M6,
2 1 b 3 2 2 1 3 4
1-M6, 0-M§, 3~-m6, 3-P5, 3-Ph, l-mb, 3-13, o-P8, 1-P8,

o] 0 1l
o~P5, 1-Ph, 1-P5.
3 1
Cello == 3-P5, 1-P5.
l

String bass -- o-unison.
Harmonics: 1st violin -- mid-string E.




String Critique - page 2
Toccate

GENERALITIES cont.

8igns: I , V , accents, slurs, fermata, extension, L., ties, deshes
for indication of portato and stress, lift.

Vocabulary: molto espressivo, vigoroso, tranquillo, cantaebile, pesantz, point,
restez, con fantasia, con bravura, .

Comment: rapid 32nd note scoles, rapid détaché. Violas have a vitally importent
part. Divisi arter@ in the lst violin. Divisi viola, cello and

string bass parts.




EXPLANATION OF STRING TERMIFOLOGY

Arco -- with the bow.
An frosch -~ at the frog or the heel of the bow.

irpegglo - -
1. Legato_arpeggio (different note for each of 3 or U atrings) -- bow moves
in the same dirvection for 3 or 4 notes and in a smooth arc (-\ or s

teking 1 note and 1 string at e time.

2. Sautille”arpeggio (different note for each of 3 or b strings) -- bow moves
in & different di.ection for each note and string while springing as in
regulay sautille.

3. Springing (saltando, ricochet or jeté) srpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the tridge (see sul ponticello).
Au talon -- at the frog or the heel of the buw.

Colld —- the string is approached from the air ané "pinched” 1lghtly with the
bow. The tone is sounded simultsncously with the "zinch" and the bow
i8 lifted from the string imrediately. It is similar to pizzicato
except that the bow rather than & {inger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow heir may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
. placement requires.

Démpfer -- the mute.

DEtache -- separate smooth bow strokes, one for each note, with no variation in
pressure aand no break between notes. This bowing is also known as the
simple détaché to distinguish it from the variations given below.

1. Grand ddtaché -~ same as the above but using the whole bow for each note.

2. Accented dftachd -- each bow stroke begins with & sudden increase of’ spead
and pressure tut without "pinching" the string sharply as in martele -—-
no separation between the notes.

3. Accented grand ddtaché -- same as #2 above except that a whole bow is
used for each note.

b, Dgtache' mrte' -~ stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or mey not be a
small spacing between the notes vut the impression should be that the
notes are £lightly separated.
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Détachd -- (continued)

5. Détachd 1ag_c_€ -- a ghortened quick bow stroke beginning with great
speed slowing toward the end of the scund. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers fexrther apart on the string than their
normal placenment.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not appiicable on the string bass and could apply
to the cello only in thumb positionu.

1. 1-2 pattern means 12 3 4.
2. 2-3 pattern means 1 23 L, The basic finger patterns
3. 3-4 pattern means 1 2 3b,

} L, M or All-whole-step or whole~tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between lst
; and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
E, fingers.

f. 6. 12''3 L pattern -- augmented 2nd between fingers 2 and 3; half-step
' between fingers 1 and 2.

: 7. 1 23''Y4 pattern -- augmented 2nd between fingers 3 and U: half-step
g between fingers 2 and 3.

8. Other finger pstterns are not only possible ‘but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or flautato -~ indicates the production of a flute-like tone accomplish-
ed by bdowing lightly and with speed over or near the
edge of the fingerboard.

} Fouette (whipped bowing) -- the bow strikes the string suddenly and sharply after
f being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
thac force the string to divide itself into fractions of itself
(balves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching ex open string.

2. Artificial barmonics -- produced by touching a string shortened by o
"stopping firger- (artificiael nut).

1

.
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"Hook" -- attaching one or more notes to the samc Low siroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantegeous to do so.

Jeté -~ see ricochet.
Legato -~ smoothiy siurred notes.

Lifted howstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

. "Link" -~ see "hook".
Loure' - SEe E, rtato.

Marteld -- a staccato producing type of bow stroke, well accented, dbiting and
strong.

1. Simple marteid {usually just martelé) —- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves repidly, Each note must be separated from the others. The tone is
percussive, resonant. and staccato.

2. Sustained marteld — same as imple marteld except that the tone is held
out. An adequate amount of bow must be availab];e for the note in question.
The bow is considerabiy slowed after the martelé attack ("pinch").

3. Grand marteld -- the gimple merteld executed with the whcle bow.

_MQ_-I"GM -- see #2 and #1 under martelé above and also under "ginch".'

Martellato ~- this means either mariéle' or a bowing that sounds like a g_gr_t_g_}_é ’
i.e., in a martelé style.

"Pinch" ~- the pressure applied to the string with the bow which, whken the bow is
moved, ’reaults in a ¢ .sonant-like beginning-of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thuzb. Left hand pizzicato
is indicated with a plus sign (+). Indications &s to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (Llouré) -- two or more detache pgrtef notes performed cn the same bow stroke.

Restez -~ remain in the p e

Ricochet -- the bow is drcpped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- & general term meaning springing, rebounding or bounced.




String Terminology - page 4

Sautille -- & springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the vow to somewhat
above the middle.

Son rild (spun tone) -- the long sustained tone. The best point of contect is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almoet without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the eir.
The flying spicceto is e series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

.- g speciﬁ.c term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called golid stacceto and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same mauner as the solid staccato
except with a nghter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

1. Dots may meén any form of détaché or any type of staccato bowing,

2. Dashes may mean detache or detache 'pori:»af .

3. Dashes and dots combineu may mean detache lance. a modified gpiccato or
a modified ma.rtele.

b, The tie or slur mark will mean either to tie the notes or to slur the
notes (legaton).

5. The tie or slur mark in conjunction with dots will usually mean gtaccato,
fiying staccato, flying spiccato, or ricochet.
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String Terminology - page 5

SIGNS (continued):

6. 'fhe tg; or slur mark in conjunction with dashes will mean portato
loure).

7. The staple-gshaped sign ( ™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions. .

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (btreathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.

:
Li’-
<
11. The sign // means to stop or to 1ift the bow cr both. i

12. The sign / over a note means fouette or whipped bowing. *s

13. The point or wedge ( y ) often means martelc or a martellato execution.

1k, The sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a., fr, -- near the frog of the bow.

b. M. = near the middle of the bow.

¢. Pt, or tip. -- near the point or tip of the bow.

do Lolla‘. Lol/3’ Lol/h hniand the lower 1/2, 1,39 llh Of the bOW.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/28, 1/3B, 3/4B, 1/UB, etc., means to use & whole bow,
1/2 of the bow, 1/3 of the dbow, 3/4 of the bow, 1/l of the
bow, etc. ‘

18. The positions are indicated as follows:

(%) - half position.

I - 1st position.

II « 2nd position,

IT% - intevmediate position betveen 2nd and 3rd positions.
ete.

©
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Absolute music

Aria
Atonality

Avant gerde
Cadenzea

Canon

Cantata

Chorale
Chorale-prelvde
Classic sonats
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrepuntal
Divertimento
Fentasia

Fugue

Harmonic series

T R e T

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more Voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, centate is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elsboration of the chorale played before the singirg.
Form of the symphony (4 movements).

Clavier hit by tangent - usually % octave renge:.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than U4 movements.

fhe composer exercises his fancy without following
any convent® 2l form.

Contrapuntal . mposition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.

%
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- Haxpsichord
f Impromptu
" Invention

~ Kappellmeister

- 1ied (pl. Lieder)

Leitmotiv

Mass

| Mastersinger

- Musette
Opera buffa
Oratorio
Partial
Partita

Passion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminnlogy - pege 2.

Clavier with strings struck by quills.
Spontaneous music.

Short twec voiced clavier pieces.

Director of music to a Prince, King cr Nobleman.
Gefman art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germsn guilds for
cultivation of music and poetry.

Bagpipe -~ also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thaet tells a story, peints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recgpitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.




SUITE NO. I
FROM THE WATER MUSIC
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and waalthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
guccessor: tlie Baroque.

These geeds weve sown first in the field of opera. In 1607 & new relationship of
words and music was disclosed when Monteverdi was commissioned to write the ope:a,
Orfeo. Before this, music had been supreme. Now the declamaiion of the words and
the music were combined in an unheard of balance. These new innovations in Monte-
verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one central point - for tenality, the "key" or
home note of the piece. Almost ell musicel forms of this ere were besed on this
lew., In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumentsl forms of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestre '
3. The Fugue - using the melodies of the Renaissance with hcrmonies
of the new Baruque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is rememhered for his oratorios which
were a netural transitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmory as being too narrow and
coercive. The new attracted him and the .ore astounding, the more contrary to
accepted forms, the more he welcomed it.

The teim Barogue, meaning grandiose and resplendent, came largely from Italian
ar:hitectural constructions. Femous exemples of Barogue art are Beraini's Dove
above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"
gilded bronze to simlate gold, and never used & simple form if a complex one could

gerxrve.

Note the coincidzace of Baroque music, elaborate art, lustrous court life, a
violinist 1ik= “orelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubenz or Milton.
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Baroque Era - page 2

Musicians in Baroque Era

Corelil Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini _ Master of violin; vrote over 100 violin sonatas
Purcell | Best known Baroque composer in England
Buxtehude Organist: Bach's idol

Monteverdi Italian opere composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messish




GEORGE FREDERICK HANDEL

b. Halle, Germany 23 Pebruary 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's father was a barber-surgeon who insisted that his son stuviy law. However,
his father reluctantly gave permission to his son to study music w.en his obvious

musical genius was shown. He studied, played the organ, and began to compose
masgic.

In 1706 Handel left for a tour of Italy. He vwas well-liked and lovingly called
"Mhe Saxon" by the Italians. When he was Kapellmeister in Hanover he made his
first trip to London taking with him his new opera Rinaldo in Itallan style. Tt
established Handel's reputation in London. He was forced to return to Hanover

but it wasn't long before he again asked leave for a second London trip. He ap-
pesled to his Elector who gave permission if he were to return in "a reasonable
period.” This reascnable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The
story goes that only when Handel wrote the celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boredom broke the tradition and even though Handel reorganized the
Acedemy and would not accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and
for this the musical world has been very grateful. His most famous oratorio The
Messiah (vhich had been feverishly composed in twenty-five days) was first pre-
sented at a charity in Dublin.

The Handelian oratorio may be definad as an extensive setting of solo voices,
chorus und orchestra, of & text derived from or based on the Bible. These were
to all intents and purpcses sacred operas. The oratorio, in the modern sense of
the word, is largely Handel's own creation.

In comparing the two greatest masters of the Barogque one finds several differ-
ences: Handel never married; Bach was & happy family men. Bach remained a modest
Cerman subject; Handel became a distinguished English citizen. Bach was buried
in a small churchyard near Leipzig; Handel was buried in Westminster Abtey. Bach
wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two mer never met,

vut both share the same fate - only & small fraction of their creative accomphish-
nent is known to the public today.

N e n«u s -~ M.. - . haeed




Handel - page 2

Handel wrote over 43 Italian operas but none survived. His other works
include:

21 Oratorios - The Messiah
oh Cantatas

2 Passions
12 Violin or flute sonatas
12 Concerti Grosso
20 Orgen concertos
12 Concertos for strings
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SUITE RO. I

from the "Water Masic"
B
12
Handel moderate

. Instrumentel composers utilized the suite form - & collection of old dances -
- for orchestral music. Handel wrote a familiar work called Water Music, & suite

in the o0ld style for orchestra, for a royal water-party cn the Thames River in
London, in 1717, attended by King George I. Fifty musicians were in a boat by
the eide of the royal berge playing this music written Jor the occasion. It was
80 well-received that His Majesty requested it be repeated twice, althcugh each
performance took an hour. In its original version, the Water Music was comprised

- of twenty pieces - fanfares as well as dances.

Handel, although he was born in Germany, lived the last U7 years of his life in
England and became the favorite of the reigning monarch, King George I. The famous

Royal Fireworks Music was also commissioned by the King for a fireworks celebration
in Green Park in London.

Suite No. I includes:

Bouree
Minuat
Alr
Hornpipe




Suite No. I
from the Water Masic
B
12
Kandel modersate

‘Arr. Stone

STRING CRITIQUE
GENERALITIES

Pinger patterns, extensions and contractions:
1’t ViOlin hadnd 1‘2’ 2-3’ 3‘1" exto’ 12'31‘.
%nd violin -- 1-2, 2-3, 3=k, ext., 12'34, 1st finger extension.
ViOla e 1'2’ 2-3’ 3’!‘, exto’ 1’ '23ko
Cello ~- lowered extensions, (double-extensions).

Positions: 1st violin -- I, II, III.
2nd violin -~ I, IX, III, (IV).
Viola -~ I, II, III.
ceno b I, II’ III’ IV.
String bass -- %, I, II, IT%, III, IID%.

&
O

Boving: merteld, legato, accented détaché, détaché post<, portato.

Pizzicato: R.H., double-notes.

Ornements: trills.

Dynemics: P, mf, f, £f, swells, cresc., dim.
Rhythms: dotted-rhythm.

Meters, tempos and tempo changes: § , Allegro, 3/4, Moderato, C, Andante, 3/2,
Allegro, ritenuto poco rallentando.
Double-notes: 2nd violin «= 3-?8, i-Ps.
Viola == g-PS, :-Pli.
Cello == g-PS.

|

Harmonics: Viole -~ mid-string G.
Signs: M , ¥ , dashes, slurs, ties, slur-tie combinations, commas, extension.

Vocabulary: marcato, bourrée, minuet, air, hornpipe, suite, arco.




EXPLANATION OF STRING TERMINOLOGY

Arco =~ with the bow.
. Am frosch -=- &t the frog or the heel of the how.

D ==

1. Legato avpeggio (different note for each of 3 or % strings) -~ bov moves
in the saue direction for 3 or U notes and in a smooth arc (—\ or J)
teking 1 note and 1 string at a time.

2. Sautille”arpeggio (different note for each of 3 or U strings) -- bow moves
. in & different direction for each note and string while springing as in

regular sautille.
3. Springing (saltsado, ricochet. or jeté) arpeggio -- same as #1 above

-.except that the bow springs.
Au chevalet - at the bridge (see sul ponticello).

Autulon-atthe gortheheelotthebw

Collé ~- the atﬂng is spproached from the air and "pinched" lightly vith the
bow, The tone is sounded simultaneously with the "pinch" and the bow
 is lifted from the string immediately. It is similar to pizzicato
ucept that the bow rather than a finger displaces the string.

gg;._;gggg - the string is struck with the wood of the bow. The usual method is
to strike with epproximately half the hair as well as the stick.
The bow hair may either be turned awsy from the bridge or toward
the bridge since either can be quite satisfectory in producing tae

required quality of tone.

| COntractz'.on -- plecing fingers closer together on the strings than their normal
placement requires, \ o

‘ Detache - aeparate smooth bow etrokes, one for each notz, with RO V. ~iation in
pressure and no break batween notes, This bowing is sigo known as the
simple détaché to distinguish it from the variations given below.

% | D‘a‘npfer ~= the nmte.

l. Grand ddtaciid -- same us the a.’oove but using the whole bow for each x.o

2. Accented adtachd — each bow stroke tegins with o sudden increase or speed
and pressure tut without "pinching" the string sha.rply as in marteld -
no separation between the notes. , .

3. Accented grand détaché -- same as 02 above except thut a whole bow is ;
aed. for each note.

4, pEtachd ;ggrta -= stroke dbegins w:lth s slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but t impresa:lon should be that ¢

notes are slightly separated.




String Terminology - page 2

Détachd -- (continued)

5. Détachd lancé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
gwelled and are pleyed like a martelsd without the "pinch".

Extension -- placing a finger or fingers fartizer spart on the string than their
normal placement.

Finger patterns -~ the patterns of spacing between fingers of the left hand.
These are not spplicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 L.

2. 2<3 pattern means 1 23 4, The basic finger patterns
3. 3~4 pattern means 1 2 34. } ,

L. Extended or All.whole-gtep or whole~tone pattern means 12 3 L, i.e.,
, RO fingers are placed closely together.

5. 1''23 L4 pattern indicates the presence of an augmented 2nd between ist
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 § pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23'*h pattern — augmenied 2nd between fingers 3 and k; half-step f":;*
between fingers 2 and 3. «

' 8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 avove). ‘

Flantando or flzutato -~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouettd (vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sownds asked for. ( ’

~ Hermonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourtls, fifths, etec.)

1. Natural harmonics -- produced by touching an cpen string.

2. Artificial harmonics -- produced by touching a string shortened by a
atopping finger” (artificial nut).
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String Terminology -~ page 3

"Hook'; -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows 1f it would be
advantageous to do so.

Jeté «- see ricochet.
legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".

Loure' -~ see portato.

Msrteld -- a staccato producing type of bow stroke, well accented, bdbitiag and
stxong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pir-h" most of the prussure is released. The bow
moves rapidly. Eech no.e must be seperated from the others. The tone is

percuasive, rescnant, and staccato.

2. Sustained martele — seme as g}g;gmartelé except that the tone is held
out. An adequate amount of bow must be available for the aote tn question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the _a_i_gil_e_ marteld executed with the whole bow.
Marteld attack -- see #2 and #1 under martelé above and also under I"gipch".

‘ ' L /
Martellato -- this means either martélé or a bowing that sounds like s martele.
i.e., in a martelé style. ‘ |

"Pinch" ~- the pressuxe applied to the string with the bow which, vhen the bow is
moved, results in a cousonant-like beginning of a tone. This is the
martelé attack, ‘ ,

Pizzicato —- plucking the string vith & finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of contact = the place on the string at which the bow is placed.

Portato (lourd) -- two or more detache porté notes performed on the same bow strolce.
Restes - remain in the po&ition.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
making pocsible two or more notes per impulse. :

A

Bsitando or Saltalo -- a generai ferm neaning springing, rebounding or chﬁ.




String Terminology. - page U

Sautille -- s springlng bow stroke thet obteins its effect through the natural
spring of the bow coupled with the correct moticn of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle. . (

Son £i1¢ (spun tome) -~ the long sustained tone. The best point of comtact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same

bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- & gpecific term meaning to the string player that a series of small
martelé strokes sre to be executed on one and the seme bLow stroke.
(Also celled solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapii oscillation of the
. bov arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- pley with a relatively light bowstroke near enough to the
bridge s0 that a nasali glassy tone quality ig produced.

Sul tasto, sul tasticra, or sur la touche -~ see flautando.

SIGNS:

»

<, Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte.

3. Dashes and dots combined may mean detache lance » & modified spiccato or
a modified martele.

. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

% The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying zpiccato, or ricochet.
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SIGNS (continued):

6. %he t:g; or slur mark in conjunction with dashes will mean portato
loureé).

- 7. The staple-shaped sign (™)) means down-bow. This sign sometimes occurs
f upaide down.

8. The sign ( v ) meens up-bow. This sign also occurs upside down in some
editions. .

9. The comua or apostrophe usually means to iirt the bow or at least to
phrase (breathe). It somei:imes also meaus to recover the bow, that is,
move it through the alr to the frog.

10. The sign, ) , xeans to lift the bow.
11. The sign // neans to stop or to 1ift the bow or both.

12, The sign / over a note mesns fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14. The sign, x (or N, or v), neans an extension of one haif-step.
15. The sign : (or xx) means an extension of one whole-st p.
16. The sign ¥ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. == near the frog of the dow.

b. M. == near the middle of the bow.

¢. Pt. cr tip. -~ near the print or tip of the bow.

a. L.1/2, L.1/3, L.1/4 -= the lower 1/2, 1/3, 1/4 ol the dbow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18, Tha poeitions are indicated as follows:

(%) - half pesition.
I « 1lst position.
II < 2nd position.
II% -~ intermediate position detween 2nd and 3rd positions.
ete., ’




' Absolute music

Aria

| Atonality

B Avent garde

- Cadenza

' Canon

® Cantata

Chorale

’- Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (U4 movements).

Clavier hit by tangent - usually 4 octave range-

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Successibn of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Barogue era.

The combinetion of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention

Keppellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
pPrelude
Programe music

Recitative

Requiem

Rondo

Scherzo

Digest Terminology - page

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, Kir; or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of & suite.

Comic opere.

Drame sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer p&ys particular attention
to melodic value of each part.

Use of several keys or toneslities at same time.
Introductory movement.
Music thet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a “"joke." 3rd movement of a symphony .




Sonata-allegro form

2

Bsuite

% Symphony

| Tonality

lVirtuoso

Digest Terminology - page 3

A exposition
B development
A recspitulation

Set or series of French dances.

Sonata for orchestra in L movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo

A system in which all tones grevitate to a certain tone.

Soloist.




SUITE NO, 2 from the WATER MUSIC

B3

moderate

HANDEL

arr.
Stone




BAROQUE ERA
1580 - 1750

At the turn of the seventezath century the center of the musical world was Italy.
Spared from the devastating Thirty Years har and aided by an artistic and wealthy
aristocracy, this was virgin territory for e musicel revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Barogque.

These seeds were scwn first in the field of opera. In 1607 & new relationship of
words and music was disclosed when Monteverdi wes commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Monte-
verdi's operas became the substence of Buroque music.

The Baroque law of tonality was almos: as solid as the law of zravity. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simplest form, called ABA, the music began in one key, moved to another
and then “eturned to the original key.

The “avored instrumental forms of this ersa were:

1. The Sonata - one solo instrument with piano as partner
2. The Concertd -~ one instrument or a solo group of instruments
contrasted against an orchestre
3. The Fugue - using the melodies of the Renaissance with haraonies
of the new Baroque

0f the vocal forms of the Barcque Era opera prospered the most. Handel alone wrote
forty Itelian operas; but oddly enough he is remembered for his oratorios which
ware & natural transitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Barogque artist frowned upon strict form and harmony as being too narrow and
coercive. The new attracted him end the more astounding, the more contrary to
accepted forme, the more he welcomed it.

The term Barvque, meaning grandiose and resplendent, came largnly from Italian
architechural comstructions. Famous examples of Baroque art sre Bernini's Dove
above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the mastere
pieces of the Flemish painter, Rubens. Thege artists sculpted stone to look “"goft,"
gilded bronze to simulate gold, and never used a simple form if a complex one could

gerve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
%3olinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handcl, and the epic creations of Rubens or Milton.




e i on

Baroque Era - page 2

\vusicians in Baroque Era

Corelli ‘ Virtuoso on violin

Vivaldi Prolific composer of concerti (500}

Tartini _ Master of violin; wrote over 100 violin sonatas
Purcel.l Best known Baroque composer in England
Buxtekude Organist: Bach's idol

Moateverdi Italian operse composer

Back, J. S. Master of the Baroque

Handel Composer of The Messiah




GEORGE FREDERICK EANDEL

b. Balle, Germany 23 Pebruary 1685
100 miles from Berlin

d. London, England 13 April 1739

Hendel's father was & barber-surgeon who insisted thet his son study lew. However,
his father reluctantly g.ve ie:mission tc his son to study music when his obvious
musical genius was shown. He studied, played the organ, and began to compose
masic.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called
"The Saxon" by the Italians. Vher he was Kapellmeister in Hanover he made his
tirst trip to lLondon takizg with him his new opera Rinaldo in Italian style. It
established Handel's reputation in London. He was forced to return to Hemover
but it wesn't long before he again asked leave for a second Londea trip. He ap-
pealed to his Elector who gave permission if he were to retusn in "e reasonahle
period." This reasonsble period hecame forty-seven years and the Elector who re-
luctantly geve his permissfion for the London trip became George I of England. The
story goes that only when Handel wrote tie celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Hawdel. became wusical director of the newly esteblished Royal Academy of Music in
London. For ten yeers or so the audiences were surfeited with Italian opera.
Finally acute boredom broke the t.'adition and even though Handel reorgenized the
Academy and would not accept defeat, the Italian opera style hsd lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and
for this the musical world has been very grateful. His most famous oratorio The
Messiah (which had been feverishly composed in twenty-five days) was first pre-
sented at a charity in Dubiin.

Tae Handelian cratorio may be defined as an extensive setting of solo vcices,
chorus and orchestra, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel's owa creation.

In comparing the two greatest masters of the Baroque one finds several differ-
ences: Handel never merried; Bach was & happy family man. Bach remained a modest
German subject; Handel became & distinguished English citizen. Bach was buried
in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote music to satisfy himself and God; Handel wrote to satisfy the publie.

On the other hand hoth men were born in Germsny not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only & small fraction of their creative accomphish-
ment is known to the public today.




Handel wrote over 43 Italien operss but none survived.

include:

21 Oratorios - The Messiah
94 Centatas

2 Fassione

12 Violin or flute sonataes
12 Concerti Grosego
20 Organ concertos
12 Concertos for strings

Handel - page 2

His other works
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SUITE NO. II
from the "Water Music"
B
13
Handel mcderate

Instrumental composers utiiized the suite form - a collection of old dances -
for orchestral music. Handel wrote a familiar work called Water Music, 2 suite
in the old style for orchestra, for a royal water-party on the Themes River in
Loxdon, in 1717, attended by King George I. Fifty musicians were in a boat by
the side of the royal barge playing this music written “~r the occasion. It was
80 well-received that His Majesty requested it be repeated twice, although each
performence took an hour. In its original version, the Water Music was comprised
of twenty pieces - fanfares as well as dances.

Handel, althcugh he was born in Qermany, lived the last 47 years of his life in
England end became the fav-rite of the reigning monarch, King George I. The
famous Royal Fireworks Music was also sommissioned by the King for a fireworks
celebration in Green Park in Londe:z.

Suite No. II contains the foilowing:

Pomposo
Air
Moderato
Hornpipe




Suite Fo. II
from the Water Music
B
13
Handel moderate

Arr. Stone

. STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
1st violin =~ 12, 2-3, 3-4, 1lst finger extension.
2nd violin -- 1-2, 2«3, 3=k, 1st finger extension.
Viole = 1-2, 2-3, 3-b, ext., 1st finger extension.
Cello -- lowered & upward extensions.

Positions: lst vioiin .- ¥ I, II, III, IV,
2nd viclin -~ I, II, III.
Viola -- (%), I, II, III.
Cello -- I, II, III, IV.

gtring bass -~ I, II, Ik, IIL.

Bowing: d€tach€ porté, portato, legato, semi-spiccato, accented adtaché’ s
staccato, hooks.

Pizzicato: R.H.

Ornements: trills.

Dynamics: P, nf, £, £f, cresc., dinm.
Khythme: syncopation.

Meters, tempos and tempo changes: .3/4, Pomposo, §, Allegro, 12/8, Moderato,
Piu mosso, 3/2, Alla Hormpipe, ritenuto,
poco ritenuto.

0 0 1l 3

Double~notes: 2nd violin -- 2-m3, 3-M2, o-M6, 2-M6.

o 1 3 0 0 2
vj-OIa basted O.PS’ 0-&5, O-Pa, l‘Pu, 2“m3’ 2"?50

Harmonics: celio -- mid-string D.

Signs: n s V , repeats, 1if%, dashes, dots, extension, hook, slurs, ties, slur~
tie combinations, accents, points ().

Vocabulary: staccato, erco, air, Fine, D.C. al Fine.

Comment: rapid 8th-notes in the "hormpipe.”

ERIC _—




EXPLANATION OF STRING TERMINOLOGY

' Arco -~ with the bow.

Anm frosch -~ at the frog ¢r the heel of the how.
eggio ~= .
1. Legatc arpeggio (different note for each of 3 or U strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth arc (‘\ or J)
teking 1 note and 1 string at a time.

2. gautille” arpeggio (different note for each of 3 or U strings) -- bow maves
in a different direction for each note and string while springing as in
reguiar sautille.

3. Springing (saltendo, ricochet or jeté) arpeggio —- same as #1 above
except that the bow springs.

An chevalet ~- at tbe bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Colld -- the string is approached from the air and "pinched" lightly witl the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pilzzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair mey either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute.

De'taché -~ geparate smooth Low strokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is elso known as the
simple détachd to distinguish it from the variations given below.

1. Grand dftaché -- ssme as the above but using the whole bow for each note.

2. Accented détaché' -- each bow stroke begins with a sudden increase of; speed
snd pressure but without "pinching" the string sharply as in martele --
no separation between the notes. : A

3. Accented grand ddtaché -- same as #2 above except that a whole bow is
used for each note.

4., pétachd Bgrte' -- stroke begins with a slight swelling followed by a gred-

ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.
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String Terminology - page 2

A Détachd -- (continued)

5. pétachd lancé -~ a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

3 1. 1-2 pattern means 12 3 b,
4 2, 2-3 pattern means 1 23 &, The basic finger patterns
3 3. 3-4 pattern meens 1 2 34,

~as

] . Extended or AlldWhole-sféﬁfor whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

i 5, 1''23 4 pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 b pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23''}4 pattern -- augmented 2nd between fingers 3 and k; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with tueir full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando -or.flautato - indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed cver or near the
edge of the fingerboard.

Fouettd (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- ususlly performed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -~ flute-like toues produced by touching a string in places (ncdes)
that force the string to divide itself into fractions of itself
(helves, thirds, fourths, fifths, etec.)

1. Natural hermonics -~ produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by &
Vatopping finger" (ertificiel nut).
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

: _._I_g;_{ -- gee ricochet.

. Legato -- smoothly slurred notes.

 Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

. "Linn" -- see "hook".
Loure' -« gee portato.

: Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will bve "pinched" at the start of the
stroke. After the "pinch" most of the pressure is releazed. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonent, and staccato.

2. Sustained martele’ -- gsame as simple marteld except that the tone is held
out. An adequate amount of bow must be available for the note in guestion.
The bow is considerably slowed after the mertelé attack ("pinch").

3. Grand martele’ -- the simple martelé executed with the whole bow.

. Marteld attack =- see #2 and #1 under martelé sbove and also under "pinch".

Martellato -- this means either martele' or a bcwing that sounds like a ma,rtele’ ’
i.e., in a martelé style.

. "Pinch" -- the pressure applied to the string with che bow which, when the bow is
’ moved, results in a consonant-like beginning of a tone. This is the
marteld attack.

- Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated witn a plus sign (+), Indications as to which hend is
to be used are R.H. and L.H. or M.D. (meno destra) and M.S. (mano
sinistra).

. Point of contact -- the place ~n the string at which the bow is placed.

' Portato (lourd) -- two or more detache porte' notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is drcpped (or thrown) on the string and allowed to rebound
making possible two ¢r more notes per impulse.

| Saltando or Saltato -- & general term meaning springing, rebounding or dounced.

Bt o e M = = m e o e e ——
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String Terminology - page b

Sautille -- e springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm, It can be exe..ted from the lower 1/3 of the bow to somewhat
above the middle.

Son £il¢ (spun tone) -- the :¢ » .:stained tone. The best point of contact is
nearsr . ¢ bridge thaa it is with faster moving bow
strokez The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships sre achieved, the tone "spins out"
almost without effoxrc.

Sounding point -- see point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

- 8 speciﬁc term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
{Also called solid staccato end martelé staccato.)

1. Rap*d or uervous staccato -- executed by a very rapid oscillation of the
Ybow arm which ma may need to be somevhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the gsolid staccato
except with a lighter pressire 30 that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello =~ play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is prcduced.

Sul tastc, sul tastiera, or sur la touche -~ see flautando.

Dots may mean any form of de'tgché or any type of staccato bowing.

Daéhes mey mean detache' or detache portef .

Dashes and dots combined may mean detache lance, & modified spiccato or
a modified martele.

The tie or slur merk will mean either to tie the notes or %o slur the
notes (legato).

The tie or slur merk in conjunction ~ith dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.




String Terminology - page 5

SIGNS (continued):

6. %‘he ti:): c slur merk in conjunction with dashes will mean portato
louré).

T. The staple-shaped sign ( (™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.
11. The sign // means to stop or to 1lift the bow or both.
12, The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( vy ) often means martele or a martellato execution.

14, The sign, x (or , or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole~step.
16, The sign © indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. -- near the middle of the bow.

¢. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 =~ the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/48B, 1/kB, ete., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/h of the bow, 1/U of the
bow, etc.

18. The positions are indiceted as follows:

(%) « half position. ' |
I « 1lst position.

II - 2nd position.

IT% - intermediate position between 2nd and 3rd positions.

ete.
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Absolute music

. Aria
. Atonality

- Avant guarde
} Cadenza,

~ Canon

- Cantate

~ Chorale
- Chorale-prelude

- Classic sonata

Clavichord

Clgvier

- Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheren church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave rangs:.

Any keyboard instrument} clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movemerts.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
hsrmonics or overtones. '




" Harpsichord

~ Impromptu
Invention

f Kappellmeister

" Lied (pl. Lieger)

Leitmotiv

Mass

Mestersinger

Musette
Opera buffa
Oratorio
Partisl
Partita

Pagssion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quills.
Spontaneous music.
Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.

German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic churci.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opere.

Drema sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tcnalities at same time.
Introductory movenent.
Music thaet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




Sonata-allegro form

Suite

Symphony

Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.
Sonata for orchestra in 4 movements:
1. sonata-allegre
2. slow
3. minuet or ‘scherzo
k., rondo
A system in which all tones gravitate to a certain tone.

Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth centwry the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by en artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relaticnship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music hed been supreme. Now the declamation of the words and
the music were combined in an unheard of bielance. These new innovations in Monte-
verdi's operas became the substance of Barogue music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong pull toward one central point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
law. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata - one sclo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestre
3. The Fugue - using the melodies of the Reneaissance with harmonies
of the new Barogue

Of the vocal forms of the Beroque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is remembered for his oratorios which
were a natursl transitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and
coercive. The new sttracted him and the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Berogue, meaning grandiose and resplendent. ceme largely from Italian
architectural constructions. Famous examples of Baroque art are Bernini's Dove
above the alter of St. Peter's, Louis XIV's Chateau of Versailles, and the master-
pieces of the Flemish painicr, Rubens. These artists sculpted stome to lcok "soft,"
gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate e;.rt, lustrous court life, a
violinist like Coreili, a craftsman like Stradivarius, the sublime sacrad cl.oral
works of Bach or Handel, end the epic creations of Rubens or Milton.




Corelli
Vivaddl
Tartini
Purcell
Buxtehude
Monteverdi

Bach, J. S.

Handel

Barogue Era - page 2

sfusicians in Baroque Ere
Virtuoso on violin

Prolific composer of concerti (500)

Best known Baroque composer in England
Organist: Bach's idol

Italian opere composer

Master of the Beroque

Composer of The Messiah




GEORGE PHILIPP TELEMANN

b. Magdeburg, Germany 1681
4, Hasburg, Germany 1767

' Far better known in his time than was Back, George Philipp Telemann was a self-

taught musician. #When he was only twelve years old he wrote an opera and when
he was fourteen he conducted the music at the church.

For a time be thought he might be a lawyer and went to the University of leipzig
to study. At Leipzig he beceame organist ct the New Church and founded a society
among the students called "Coliegium musicum."

He became Kupellmeister at Eisenach and at the same time Musikdirector of the
Church of St. Catherine. In 1721 he was appointed Musikdirector of the five
churches at Hamburg, posts which he retained until his death.

Many of Telemsnn's composicions were published end he even wrote an autobiography.
It was in his autobiography that he cleimed Corelli to be his model.

Works

49 Operas

12 series of Cantatas
Lkl Passions

Over 600 Overtures




AIR AKD COURANTE

B
1
George Telemann moderate

In the music of the sixteenth and seventeenth centuries, a suite consisted of a
group of old dances. Subsequently, the term was used for a series of pieces
unified by a single title, subject, or progranm.

A Courante is a dance from e suite. It is of ¥rench origin, formerly in duple
time, but within the suite changed to 3/2, 3/4 or 6/4 time. It is in two sections..

An Alr is simply a tune; in this case an instrumental piece whose melodic style is
similar to that of solo song.

Telemann'’s Air and Courante was transcribed from two movementa of a trio sonata
in C for two melody instruments (recorder, flute or violin) and basso continuo
(keyboard instrument reinforced by a bass instrument). The "dialogue-duet"
character of a trio sonata is apparent in this orchestral vision.
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Air and Courante

B
1k
Telemann moderate
Arr. Whitney

STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
1st violin -~ 1.2, 2-3, 3=k, ext., 12'3k.
2nd violin —- 1-2, 2-3, 3-4, ext., 12'3b, 1''23%.
Viola -~ 2-3, 3-4, 1''23, 12''34,
Cello -~ lowered extensions, upward extensions.

Positions: lst violin -~ I, II, III.
2nd violin -- I, II, III.
Viola -- I, II, III.
cello - k, I, II, III, IV.
String bass -- %, I, IT, IT%.

Bowing: legato, detache, detache porte, martele, string crossing.
Dynamics: P, nP, wf, £, cresc., dim.

Rhythms: triplets, syncopation.

Meters, tempos snd tempo chenges: U/4, Andante, 3/2, Allegro, rallentaundo.
Signs: crescendi, diminuendi, slurs, Vv , ', fermata, lst & 2nd ending, repeat.

Vocabulary: Legato e espressivo, leggiero e mercato. Also see gbove.




EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.,

Arpeggio --
1. Legato arpeggio (different note for each of 3 or U strings) ~- bow moves
in the same direction for 3 or U notes and in & smooth arc (-\ or J)
taking 1 note and 1 string at a time.

2. Sautille” arpeggio (different note for each of 3 or U strings) -- bow maves
in a gifferent direction for each note and string while springing as in
regular sautille.

3. Springing (saltendo, ricochet or jete) arpegio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon ~- at the frog or the heel of the bow.

Col}é -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded gimultaneously with the "pinch" and the bow
is lifted from the string immediately. It is siumilar to plzzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
° the bridge since either can be quite satisfectory in producing the
required quality or tone.

sontraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute. \
De’tacl;@'_ -- geparate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the
gimple détaché to distinguish it from the variations given below.

1. Grand d€taché -- seme as tﬁe above but using the whole bow for each note.

2. Accented dftachd - cach bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in marteld --
no separation between the notes.

3. Accented grand détaché -- same as #2 above except that a whole bow is
used for each note.

4, Detache Jome -~ gtroke begins with a slight swelling followed by & grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the the impression should be that the
notes are slightly separated.
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] pétachd -~ (continued)

5. géiaché'lancé -~ 8 shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be &
clear separation of the tones. The notes are neither accented nor
gvelled and are played like a martelé without the "pinch".

s ] Extension -- placing a finger or fingers farther apart on the string than their
: normsl placement.

Finger patterns -~ the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass aud could apply
to the celio oniy in thumb position.

1-2 pattern means 12 3 4.
2-3 pattern means 1 23 4. The basic Pinger petterns
3-4 pattern mesns 1 2 34, J}

Extended or All-whole-step or whole-tone pattern means . 2 3 L, i.e.,
no fingers are placed closely together.

11123 4 pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

12''3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

1 23''} pettern -- augmented 2nd between fingers 3 and U4; half-step
between fingers 2 and 3.

Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
petterns (nos. 4, 5 and 6 above).

Flautandc or_flautato «- indicates the production of s flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fbuetté'(whipped bowiag) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
tae frog of the bow tc produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places {nodes)
that force the string to divide itself into fractions of itself
{helves, thirds, fourths, fifths, etec.)

1. Natural harmonicsg -~ produced by touching an oper striag.

2. Artificiel hermonics -- produced by touching & string shortened by a
"stopping finger" (artificisl nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would dbe
advantageous to dc so.

Jetd -- see ricochet.

Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper 2ffect.

"Link" -~ see "hook".
Lour€ -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, dbiting and
strong.

1. Simple martele (usuelly just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
mnoves rapidly. Each note must be seperated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martelé -- same as simple marteld except that the tone is held
out. An adequate amount of bow must be available for the note ir} question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand ma.rtele’ -= the simple martele' executed with the whole bow.

Martele attack -- see #2 and #1 under martelé above and also under "pinch".

Martellato -- this means either martélé or & bowing that sounds like a marteld,
i.e., in a martelé style.

“pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonemt-like beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with & plus sign (+), Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point of comtect -- the place on the string at which the bow is placed.

Portato (Louré) -- two or more detache porte' notes performed on the same bow stroke.

Restez =- remein in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltsto -- & general term meaning springing, rebounding or bounced.




String Terminology - page b4

Sautilld - a epringing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1¢ (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
elmost without effort.

Sounding poist ~- sce point of contact.

§ Spiccato -- the bow is dropped from above the string and rebcuands into the air.
The flying spiccato is a series of gpiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
-~ g Specific term meaning to the string player that a series of small
martele sirokes are to be executed on one and the same bow stroke.
(Also called solid staceato and marteld staccato.)

1. Rapi¢ or nervous staccato -- executed by & very rapid vscillation of the
v bow arm which may need to be somewhat tensed to achieve success.

; 2. Flying staccato ~- performed in the same manner as the solid staccato
! except with a lighter pressure so that the bow leaves the string between
: notes.

Staceato volante -- flying staccato (see imm<2%~tely akove).

| Sul ponticello -~ play with a relatively light bowstroke near enough to the
[ bridge so that a nasal glassy tone quality is produced.

| Sul tasto, sul tastiera, or sur la touche -~ see flautando.

1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte' .

3. Dashes and dots combined may mean detache lance » & modified gpicceto or |
a modified martel€. -

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato, :
flying staccato, flying spiceato, or ricochet. -
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SIGNS (continued):

6.

15.

17.

18,

%‘he ti;t)a or slur merk in conjunction with dashes will mean portato
loure).

The staple-shaped sign ( (™) meens Gown-bow. This sign sometimes occurs
upside down.

The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means +C recover the bow, that e
move it through the air to the frog.

The sign, ) , means to 1lift the bow.

The sign // means to stop or to 1ift the bow or dboth.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or M, or v), means an extension of one half-step.
The sign ﬁ {or xx) means an extension of one whole-step.
The sign ¢ indicates the use of the thumb to finger a note.

Bow placement or the area of the bow to be used:

a. Fr., -- near the frog of the bow.

b. M. =« near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 «< the lower 1/2, 1/3, 1/bh of the bow.

e. U.1/2, U.1/3, U.1/4 =~ the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/L4B, ete., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

The positions are indicated as follows:

(%) - half position.
I « 1st position.
ITI « 2nd position.
I -~ intermediate position between 2nd and 3rd positionms.

ete.




Concerto

Chorale=-prelude Elaboration of the chorale played before the singing.

Solo instrument with orchestra.

Contrapuntal The combinetion of 2 or more independent parts in a
harmonious texture.

DIGEST TERMINGLCGY

clutc music In contrast to programme music - music that hes no admitted
association with anything outside of itself.

‘ Aria A song for one or more voices.

“ Atonality No key used.

- Avant garde Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

Cadenza A technically brillian’, sometimes improvised solo passage
toward the end of a concerto.

Canon A device of imitation by one melodie line of another.

Cantata Like short story is to novel, centata is to oratorio;
biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Classic sonata Form of the symphony (U4 movements).
Clavichord Clavier hit by tangent - usually b octave renge.
Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Grosso Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Continuo Figured bass line in Baroque era.

Divertimento Light music; generally played outdoors. Usually has
more than U4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper pertials, variously called
harmonics or overtones.




" Hearpsichord

Impromptu

/« Invention

~ Kappellmeister

" Lied (pl. Lieder)

' Leitmotiv

Mass

. Mestersinger

. Musette
Opera buffa
Oratorio
Partial
Partita

Passion
Polyphony

Polytonality
Prelude
Progremme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Noblemen.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Begpipe - also movement of a suite.

Comic opersa.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Lest movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Sonata-allegro form A exposition
B development
A recapitulation

Suite get or zeries of French dances.
Symphony Sonata for orchestra in U movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA
1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided Dy an artisuvic and waadthy
aristocracy, this was virgin territory for a musical revolution. This same country
vhich produced the Renaissance art harbored at the same time the seeds of its

successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Monte-
verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there ig a streng pull towerd one central point - for tomality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
lavv. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The fevored instrumental forms of this eras were:

1. The Sonata -~ one solo instrument with piano as partner
2. The Concerto -~ one instrument or a solo group of instruments
contrasted against &n orchestra
3. The Fugue -~ using the melodies of the Renaissance with harmonies
of the new Baroque

Of the vcea) forms of the Barogque Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is remembered for his oratorios which
were a natural transitional form from the opera. Major new church music forms were
developed including the oratorio, the passion, and the cantata.

The Barogue artist frowned upon strict form and harmony as being too narrow and
coercive. The new attracted him end the more astounding, the more contrary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Itelien
architectural comstructions. Famous examples of Baroque art are Bernini's Dove
sbove the mlter of St. Peter's, Louis XIV's Chateau of Versailles, and the master=
pieces of the Flemish peinter, Rubens. These artists sculpted stone to look “"soft,"
gilded bronse to aimulate gold, and never used & simple form if a complex one could
serve.

Note the coincidence of Baroque music, elaborate ert, lusirous court life, a
violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubens or Milton.



SoRe e R TIONRE A T e

Barogue Era - page 2

Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Taertini | . Master of violin} wrote over 100 violin sonatas
Purcell Best known Baroque composer in England
Buxtehude Organist: Bach's idol

Monteverdi Ttalian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messian
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ARTONIO VIVALDI

, b. Venice, Italy 1669
7 . Vienne, Austrie 1TH1

»

gAntaonio Vivaldi, the red-bearded priest, was & most prolific composer. e
 wrote 4O operas, 100 or more major chorel works, 400 concertos, 2. secular
. cantatas and T3 sonatas.

' Though he received music instruction from his fether, he was trained in the church

end received his holy orders. He continued to write music and practice his violin
' while in the monastery. In 1Th0, Vivaldi left the church and Venice hoping to get
& rich court appointment. EHe was diseprointed in this; one year later he died and
- was buried in Vienna in a pauper's grave.

' He is best Xnown for his 400 concerti which personalized the solo instrument. The
Vivaldi Concerto is a three-movement scheme - &ii€gio, 180, alleagro.

1, Themes are stated

2. Principal motive developed

3. Opening theme restated
In his time Viveldi was a bold innovator of the new concept of flowing counter-
point and besutiful melodies. His horns and oboes no longer doubled the strings

but marked the rhythm and punctuasted the discourse of the Jtrings by epproprietely
pleced accents.
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CONCERTO GROBSO
IN D MAJOR
B
15
Vivaldi moderate

Corelli developed the essen:ial form of the concerto grosso. It became a work in
which & amall group of solo instruments (called the concertino or small concerto)
was combined with the rest of the orchestra (called the ripieno, meaning "full")
in uniron or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sets of concerti. The first, gathered is op. 3, was entitled
by the composer Harmonic Inspiration and facludes twelve works. From the second
set comes the famous quertet of concertos collectively entitled The Four Seasons.

Yivaldi wrote more than 400 concertos and it is easy to recognize his style no
metter what instrument is the solo.

Conzerto Grosso, as it is known now, is an orchestrel work in several movements,
in which the solo group of instrumernts is & contrast to the main body of the or-
chestra. In the Vivaldi Concerto Grosso in G Major es well as Concerto Grossc in
D Major, the solo instruments are the violins.

It is ebeolutely amszing to read the list of music composed by this men whose
contract with the famous Venetian music school, the Piéta, stipulated that he
should furnish two concertos & month; and even during absences he was to send
then postpeid to Venice.

Works

45 Operas

43 Aries

23 Symphonies (most still in ms. form)
46 Concerti Grossi :

L4T Concertos

73 Sonatas
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CONCERTO GROSSO

IR D MAJOR
B 3 3
15 g -
Vivaldi moderate :

Corelli develuped the essential form of the concerto grosso. It beceme & work in
which e smell group of solo instruments (called the concertino or smell concerto)
was combined with the rest of the orchestra (called the ripieno, meaning "full')
in unison or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sets of concerti. The first, gathered in op. 3, was entitled
by the composer Hermonic Inspiration and includes twelve works. From the second
set comes the famous quertet of concertos collectively entitled The Four Seasons. .

Vivaldi wrote more than 400 concertos and it is easy to recognize his style no ,
matter what instrument is the solo. |

Concertc Grosso, as it is nown now, is an orchestral work in seversl movements,
in which the solo group of instruments is a contrast to the main body of the or- B
chestra. In the Vivaldi Concerto Grosso in G Major ss well as Concerto Grosso in N
D Major, the solo instruments are the violins.

It is ebsoiutely amazing to read the 1list of music composed by this man whose
contract with the famous Venetian music school, the Piéta, stipulated that he
shouid furnish two concertos & month; and evern during ebsences he was to send
them postpaid to Venice.

Works

4S5 Operas

43 Aries

23 Symphonies (most still in ms. form)
46 Concerti Grosei

L4T Concertos

73 Sonatas
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Concerto Grosso in D Major

B
15
Vivaldi moderate
arr. Mategky

STRING CRITIQUE
GENERALITIES

Finger patterns. extensions and contractions:
1st violin «= 1-2, 2-3, 3-4, ext.,1''23, 1lst finger extensious.
2ad violin -- 1.2, 2-3, 3<l, 12'34, ist finger extensions.
Viola == 1-2, 2-3, 3k, ext., 1lst finger extensions.
Cello -- lowered and upwerd extensions.

Positions: 1st violin -- I, II, III, IV, V.
2nd violin -- %, I, II, III.
Viole -- %, I, II, III.
Cello -~ I, II, III, IV.
String bass -- 3%, I, II, II1%, III.

Bowing: détach€, martele, rapid string crossing, d€tache porté, son file),
sustained martele’.

Dynemics: PP, P, wP, nf, £, ££, dim., poco a poco crescendo.
Rhythms: syncopation.

Meters, tempos and tempo changes: C, Allegro, poco ritardando, 3/4, Adagio, C,
Allegro, poco ritenuto.
. o 3
Double-notes: 1lst violin -~ 0-P5, 0-M1O.
1 o 3 3 3 2
2ﬂd Vi°1in - 0.26’ O-Ps, O-PB, l"‘m?, 2"'&, l"m.
4 2
Viola == 1-P8, 1-M6.

Chords: 1lst violin - D-U4
A-0
D=0

Harmonics: 2nd violin «- mid-string D.

Signs: m , v , dots, dashes, slurs, hooks, portato, fermata, accents,
extension signs.

Vocabulary: sul G, also see above.

.,

v —— - .- P R

TR )



EXPLANATION OF STRING TERMINOLOGY

~ Arco -- with the bow.
-~ Am frosch -- at the frog or the heel of the bow.

g Arpeggio --

1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves
in the same direction for 3 or 4 notes and in & smooth arc ("\ OrJ)
teking 1 note and 1 string at a time.

2. sautille” arpeggio (diffevent note for each of 3 or & strings) -- bow maves
in a differen: direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or Jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

ererreea S e

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzlcato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usuel method is
to strike with approximately half the hair as well as the stick.
The bow heir may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in produmcing the
required quality of tone.

r___,..«-'-”‘" ..
G L ——

Contraction -- placing fingers closer together on the strings then their normal
placement requires.

Dampfer -- the mute.

Détache -- separate smooth bow strokes, one for each note, with no variation in
pressure 'and no bresk between notes. This bowing is elso known as the
simple détachd to distinguish it from the variations given below.

1. Grand dtaché -- same as the zbove but using the whole bow for each note.

2. Accented de'taché' -- each bow stroke begins with a sudden increase of; speed
and pressure but without "pinching" the string sharply as in martele --
no seperstion tetween the notes. -

3. Accented grend de'taché -- ssme as #2 above except that a whole bow is
used for each note.

b, Dgtaché porte' -~ stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be &
emall spacing between the notes but the impression should be that the

notes are slightly separated.

e o i g




String Terminology - page 2

- pétache -- (continued)

5. pétaché lancé -- 2 shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear geparation of the tones. The notes are neither accented nor
swelled and are played like & martelé without the "pinch".

. Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

FingerApgtterns -~ the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thurb position.

1. 1-2 pattern means 12 3 b,
2, 2-3 pattern means 1 23 L. The basic finger patterns
3. 3-4 pattern means 1 2 3k,

li. Extended or All-whole-step or whole-tone pattern means 1 2 3 &, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 4 pattern -~ augmented 2nd between Tingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23'*4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are 1%-
dicated with their full configurations as were the "sugmented secon
patterns (nos. 4, 5 and 6 above).

; Flautando or. flautato -~ indicates the production of a flute-like tone accomplish-
" ed by bowing lightly and with speed over or near the
edge of the Tingerboard.

: Fouet_gg'_ (wkipped bowing) -~ the bow strikes the string suddenly and sharply after
g being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

| Frog -- as & bowing indication, it means that the player chould use the hair near
. the frog of the bow to produce the sounds asked for.

- Harmonics -~ flute-like tones preduced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, ete.)

1. Natural bharmonics -- produced by touching an open string.

2. Artificial harmonics -~ produced by touching a string shortened by a
"stopping finger" (artificisl mut).




String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".

Loure’ -- see portato.

Merteld -- a staccato producing type of bow stroke, well accented, biting aund
strong.

1. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" a%f the start of the
stroke. After the "pinch" most of the pressurs is released. The bow
moves rapidly. Fach note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- same as sipple martelé except that the tone is held
out. An adequate amount of vow must be available for the note in question.
The bow is considerably siowed after the marteld attack ("pinch”).

3. Grand martele’ -=- tne gimple martelé executed with the whole bow.

Marteléd attack —- sce #2 and #1 under martelé above and also under "pinch".

Martellato -- this means either ma.rbele or a bowing that sounds like a martele,
i.e., in a ma.rtele style.

_"_PQQC_hﬂ -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Lef\ hand pizzicato
is indicated with a plus sign (+), Indications as to which hend is
to be used are R.H. and L.H. or M.D. (manc destra) and M.S. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (Lourd) -- two or more detache porté notes performed on the same bow stroke.

Restez ~- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes per impulse.

Saltando or Saltato -~ & general term meaning springing, rebounding or bounced.

g e
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String Terminology - page 4

§_uutille’ -~ 8 springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the btow to somewhat
above the middle.

Son ¢i1d (spun tone) ~- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duratior of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Soundingz point -~ see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

- 8 speciﬁc term meaning to the strirng player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato ~-- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dol:s may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache gorte' .

3. Dashes and dots ccmbined mey mean detache lance, a modified spiccato or
a modified martele.

L, The tie ¢r slur mark will mean either to tie the notes or to slur the
notes (legato).

5, The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.

o : - P oot i, - S I s o
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String Terminology - page 5

SIGNS (continued):

6. ?he ti,§ or slur mark in conjunction with dashes will mean portato
loure).

T. The staple-shaped sign ( ™)) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comme or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes alco means to recover the bow, that is,

move it through the air to the frog.
10. The sign, ) , means to lift the bow.
11l. The sign // means to stop or to 1lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x {(or», or v), means an extension of one half-step.
15. The sign f‘ {or xx) means en extension of one whole-step.
16. fhe sign ¥ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. =~ near the middle of the bow.

c. Pt. or tip. == near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/h == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, ete., means to use a whole bov,
1/2 of the bow, 1/3 of the bow, 3/h of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as follows:

(%) - half position.
I - 1lst position.
ITI -~ 2nd position.
I¥s - intermediate position between 2nd and 3rd positions.
ete.

©
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. Absolute music

Arias

Atonality

Avant garde

Cadenze

Canon

Cantate

Chorale
Chorale=-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

e

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or originel ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is tc novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran churck.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - ususlly 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has

more than It movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal. composition in 2 or more parts.
A series of notes congisting of a fundamental (the lowest

pitch) and ou: or more upper partials, variously called
harmonics or overtones.




Herpsichord
- Impromptu
" Invention

 Kappellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mestersinger

Musette
Opere buffa
Oratorio
Partial
Partite

Passion
Polyphony

Polytonality
Prelude
Progremme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony:; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of & suite.

Comic operea,

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood .

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement cf concerto or symphony.

Literaily a "joke." 3rd movement of & symphony.




Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recapitulation

- Suite : Set or series of French dances.
. Symphony Sonata for orchestra in 4 movements:
1. sonate-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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CONCERTO GROSSO IN G MAJOR

easy

VIVALDI

arr.
Matesky




BAROQUE ERA
1580 « 1750

At the turn of the seventeenth century the center of the musical world was Itely.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
eristocracy, this was virgin territory for a musical revolution. This same country
vhich pruduced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first ln the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music hed been supreme. Now the declamation of the words and
the music were combined in an unheard of belance. These new innovations in Monte-
verdi's operas became the subs*tance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both
cases there is a strong prll toward one central point - for tonality, the "key" or
home note of the piece. Almost all musical forms of this era were based on this
lew. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata - one solo instrument with piano as partner
2. The Concerto - one instrument or a solo group of instruments
contrasted against an orchestra
3. The Fugue - using the melodies pf the Renalssance with harmonies
of the new Baroque

Of the vocal torms of the Barogue Era opera prospered the most. Handel alone wrote
forty Italian operas; but oddly enough he is remembered for his oratorios which
vere & natural trensitional form from the opera. Major new church wusic forms were
developed including the oratorii, the passion, and the cantata.

The Baroque artist frowned upon strict form and hermony as being too narrow and
coercive. The new attracted him and the more astounding, the more contrary to
sccepted forms, the more he welcomed it.

The term Barogue, meaning grandiose and resplendent, came largely from Italian
architectural constructions. Famous examples of Barogue art are Bernini's Dove
sbove the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-
pleces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"
gllded bronze to simulate gold, and never used a simple form if & complex one could
serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a
violinist like Corelli, a creftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creestions of Rubens or Milton.
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Baroque Era - pege 2

Mugicians in Baroque Era

-

Corelll Virtuoso on violin

Viveldi Prolific composer of concerti (500)

Tartini _ Master of violin; wrote over 100 violin aonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Barogue " 1

Handel Composer of The Messish i B
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ANTONIO VIVALDI

. Venice, Italy 1669
d. Vienna, Austria 1741

- Antonio Vivaldi, the red-bearded priest, was & most prolific composer. He
wrote U0 operas, 100 or more major choral works, 400 concertos, 25 secular
cantatas and 73 scnatas.

Though he received music instruction from his father, he was trained ir the churech
end received his holy orders. He continued to write music and practice his violin
while in the mcnastery. In 1740, Vivaldi left the church and Venice hoping to get
e rich court appointment. He was disappointed in this; one year later he died and
was buried in Vienne in a pauper's grave.

E He ie “est known for his 400 concerti which personelized the solo instrument. The
Vivaldi Concerto is a three-movement scheme - allegro, largo, allegro.

1. Themes are stated

2. Principal motive developed

3. Opening theme restated
In his time Vivaldi was & bold innovator of the new concept of flowing counter-
point end beautiful melodies. His horns and oboes no longer doudbled the strings

§ but merked the rhythm and punctuated the discourse of the strings by appropriately
B placed accents.




COACERTO GROSSO
IN G MAJOR °

B
16
Vivaldi easy

Corelli developed the essential form of the concerto grosso. It became e work in
vbich a small group of solo instruments (called the concertino, or small concerto)
vas combined with the rest of the orchestra (called the ripieno, meening "full")
in unison or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sats of concerti. The first, gathered in op. 3, was entitled
by the composer Harmonic Inspiration and includes’ twelve works. From the second
set comes the famous quartet of concertos collectively entitled The Four Seasons.

Vivaldi wrote more than 400 concertos and it is easy to recognize his style no
matter what instrument is the solo.

Concerto Grosso, as it is known now, is an orchestral work in several movements,
in which the solo group of instruments is & contrast to the main body of the or-
chestra. In the Vivaldi Concerto Grosso in G Major as well as Concerto Grosso
ir D Major , the solo iastruments are the violins.

It is absolutely amazing to read the 1list of music composed by this man whose
contract with the famous Venetian music school, the Picta, stipulated thet he
should furnish two concertos a month; and even during absences he was to send
them postpaid to Venice.

Works

45 Operas

43 Arias

23 Symphonies (most still in ms. form)
46 Concerti Grossi
44T Corcertos

T3 Sonatas

EKC

Aruitoxt provided by Eic:




Concerto Grosso in G Major ,

16
Vivaldi easy
Arr. Matesky

STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
1st violin -- 1.2, 2-3, 3=k, (ext.), 12'34, 1st finger extension.
2nd ViOlin - 1"2, 2"3’ 3"&. (exto)o
Viola == 2-3, 3-4, ext., 1''23'4, lst finger extension.
Cello -- lowered and upward extensions.

Positions: 1lst violin -- I, III. Cello -~ %, I, II.
and violin -- I, III. String bess -- %, I, II, III,

Viola -- I, III.

Bowing: détache, hooks, quick bcw recoveries, sustained tomes, détache porte,
legato, rapid string crossing.

Dynamics: P, mf, £, £f, poco a poco dim., poco & poco crese., cresc.
Meters, tempos and tempo changes: 9/8, Presto, 3/4, Adagio, 2/4 Allegro, poco

ritenuto.
1l 2
Double-notes: 1lst violin -« 0-Mb, l-mb.
3 1 2 o '

2nd violin == o-P8, o-Mp, l-mb, o-P5.
3 1l 3 2

ViOla - O.PB’ 0-16, l‘m?, l“'m.
o

Cello == o©«P5.

Siams: 1 , V¥ , tlies, cresc., fermates, slur-tie combinations, doits, dashes.

Comment: the lst zovement must be practiced slowly for a long encugh time to
allow the bow and left hand coordination problems to be solved.
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

eggio --
1. Legato arpeggio (different note for each of 3 or U strings) -- bow moves ,
in the same direction for 3 or 4 notes and in a smooth arc (‘“\x or‘~”9 )
taking 1 note and 1 string at a time. .

2. Sautille”arpeggio (different note for each of 3 or M strings) -- bow maves
in a different direction for each note and string while springing es in
regular sauvtille.

3. Springing (saltendo, ricochet or jeté) arpeggio -- same as #1 sbove
except that the bow springs.

- Au chevalet ~- at the bridge (see sul ponticello).
f Au talon ~- at the frog or the heel of the bow.

Collé -- the string is approached from the air and "pinched" lightly with the
: bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pilzzicato
except that the bow rather than o finger displaces the string.

. Col legno -- the string is struck with the wood of the bow. The usual method is

‘ to strike with approximately half the hair as well as the stick.
The bow hair mey either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

. Contraction =-- plecing fingers closer together on the strings than their normal
placement requires.

. Dawpfer -- the mute.

: Detache -- geparate smooth bow strokes, one for each note, with no variation in L
‘ pressure and 10 bresk between notes. This bowing is also known as the -
simple d€tach€ to distinguish it from the variations given below. '

1. Grand ddtaché -- same as the above but using the whole bow for each note.

2. Accented detache -- each bow stroke begins with a sudden incresase of speed
and pressure but without "pinching" the string sharply as in nartele --
no separation between the notes.

3. Accented grand adtaché -- seme as #2 above except thet & whole bow is
used for each note.

4. pftachd portd — stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato) There may or may not be &
small spacing between the notes but the impression should be that the
noves are slightly separated.
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String Terminology - page 2

" pétachd -- (continued)

5. Déetaché lancd -- & shortened quick bow stroke beginning with great
speed slowing toward the end of the sound, Usually there should be a
clear separation of the tones. The notes are neither accented nor
gwelled and are played like  martelé without the “pinch".

' Extension -~ placing a finger or fingers farther apart on the string than their
' normal placement.

Finger patterns -~ the patterns of spacing between fingers of the left hand.
1 These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 L,
2. 2-3 pattern means 1 23 &, The basic finger patterns
3. 3-4 pattern means 1 2 34.

. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed ciosely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 4 pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

. Flautando or.flautato -- indicates the production of a flute-like tone accomplish-
: ed by bowing lightly and with speed over or near the
edge of the fingerboard.

‘ Fbuetté'(whipped bowing) -- the bow strikes the string suddenly and sharply after
' being barely lifted from the string to begin the
stroke -~ usually performed up-bow at the tip.

~ Frog -- as a bowing indication, it meens that the player should use the hair near
~ the frog of the bow to produce the sounds asked for.

~ Harmonics -- flute-like tones produced by touching a string in places (nodes)
’ that force the string to divide itself into fractions of itself
(helves, thirds, fourths, fifths, etec.)

1. Natural harmonics == produced by touching an open string.

2. Artificial harmonics =-- produced by touching a string shortened by a
stopping finger" (artificial nut).

$o
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jete' -=- gee ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -~ bowing that involves lifting the bow from the string to
achieve the proper effect.

MLink" -~ see "hook".
Louré -- see portato.

Martele’ -- & staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually jJust martelé) -- bow pressure is set before the
tone begins so that the string wiil be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves 7apidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

]

2. Sustained martele’ -- same as simple martelé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the simple martelé executed with the whole bow.

Mertelée attack -- see #2 and #1 under martele’ above and also under "pinch".

Martellato -~ this means either martele or a bowing thal sounds like a martele,
i.e., in s martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonent-like beginning of a tone. This is the
mertelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hend is
to be used arc R.H. and L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point of cemtact -- the place ca the str..g at which the bow is placed.

Portato O.oure') -- two or more detache porte' notes performed on the same bow stroke.

Restez =-- remain in the position.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Seltando or Saltato -- a general term meaning springing, rebounding or tounsci.
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sautilld -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1€ (spun tone) ~- the long susteined tone. The best point of contact is
nearer the bridge thar it is with faster moving bow
strokes. The player needs to match up the duration of
the tone witn bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

-8 speciﬁc term meaning to the string player that a series of small
martele strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato. )

1. B=3id or nervous staccato -- execulcd by a very rapid oscillation of the
how arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -~ performed in the same manner as the solid staccato
except with a lighter pressure 3o that the bow Jeaves the string between
notes.

Staccato volante -- flying steccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

ful tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:

e

1. Dots msy mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte' .

3. Dashes and dots ccmbined may mean detache la.nce, a modified gpiccato or
a modified martele.

. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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'f SIGNS (continued):

6. %'he t:l;e; or slur mark in conjunction with dashes will mean portato
loure).

7. The staple-shaped sign { ™)) means down-bow. Tais sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to 1lift the bow or both.

12. The sign / over a note meens fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellsto execution.

14, The sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extensicn of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

8. Fr. -- near the frog of the bow.

b. M. == neer the middle of the bow.

¢. Pt. or tip. =~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 == the lower 1/2, 1/3, 1/U of the bow.

e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/k of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etec., means to use a whole dow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/k of the
bow, etc,

18. The positions are indicated as follows:

(%) - half position.
I - 1st position.
II + 2nd position.
I% - intermediate position between 2nd and 3rd positions.

ete.




Absolute music

. Aria
¥ Atonality

f Avant gerde
; Cadenza

~ Canon

o Cantata

Chorale
Chorale~prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series
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DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimas improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantate is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (U4 movements).

Clavier hit by tangent - usually b octave range-.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru~
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 ¢r more independent parts in &
harmonious texture.

Light music; generally played outdoors. Usually has
more than U movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord

Impromptu

B Invention

Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Operea buffa
Oretorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo
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Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.,

Member of the 15th - 16th century German guiids for
cultivation of music and poetry.

Bagpipe -~ also movement of a suite.

Comic opere.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Curist and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tc-elities at same time.

Introductory movement.
Music thet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Lagt movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Sonatn-allegro form A exposition
: B development
A recepitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:
' 1. sonata-allegro

2. slow

3. minuet or scherzo

4. rondo

. Tonality A system in vwhich all tones gravitate to a certain tome.

2

Virtuoso Soloist.




